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ABSTRACT 
Fernando Lopes-Gras:a is unarguably one of the greatest Portuguese composers of 
the 20th century, as well as an extremely prolific one. His repertoire is rich both in the 
amount of works written, but also in the variety of genres and instrumentation. Living 
during times of political (nationalistic) attempts of standardizing a concept of Portuguese 
folkloric culture based on inaccurate urban views, Lopes-Gras:a decided to develop an 
esthetic of nationalistic music based on the "deep roots" ofthe Portuguese culture. 
This esthetic lead him to a long work of ethno-musicological research within the 
deep areas of the mid 20th century rural Portugal. Lopes-Gras:a developed then, a unique 
compositional style deeply influenced by what he considered as the real roots of 
Portuguese music, and also by the main music currents of the early 20th century. 
Being a composer of mostly vocal and piano music, his works for cello solo and cello and 
piano constitute a rich and important part of his instrumental music, and a clear example 
of his main esthetics translated into instrumental music. The Concerto da Camera col 
violoncello obbligato (wrote from a request by the great cellist Mstislav Rostropovich), 
was called by Lopes-Gras:a himself as his work of "biggest maturity and consequence", 
Vl 
and is one of the best examples of his mature style. Its formal structure is perhaps the best 
revealing example ofhis compositional organization and style development. 
Vll 
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INTRODUCTION 
The Portuguese composer Fernando Lopes-Gra<;a is considered one of the most 
important references of 20th century Portuguese culture. Educated in Lisbon and 
Coimbra both in music and in literature, and later in Paris with the composer Charles 
Koechlin, he developed unique esthetic views on art and music, which would clash with 
the standard "mandatory" esthetics in his country promoted by the dictatorial government 
of the "Estado Novo. " This dictatorial government lasted from 1926 to 1974, during 
which time Lopes-Gra<;a would develop and expand his unique nationalistic style of 
composition, and oppose, both artistically and politically the principles preached by the 
dictatorship. Joining several left wing political groups in opposition to the dictatorship 
led to several setbacks in his career, including his arrest while teaching at Coimbras' 
conservatory of music and the revocation of his teaching license for a period during his 
professional career. 
Particularly during the time following his studies in France, in an attempt to create 
a unique and genuine nationalistic style in composition, Lopes-Gra<;a dedicated a very 
important part of his musical life to one of the most important ethno-musicological 
projects ever assembled in Portugal. Together with French ethnomusicologist Michel 
Giacometti ( 1929-1990), he traveled throughout the countryside of Portugal in search of 
the "real roots" of the Portuguese folklore. In an esthetic which can be seen as close to 
both modernism and neo-realism, Lopes-Gra<;a clearly defied with his music the idea of a 
"universal" nationalism preached by the Portuguese dictatorship and developed a unique 
Portuguese style in composition, based on both the main 20th century schools of 
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composition and folk music material elements collected from his journeys. 
Lopes-Grac;:a's compositional life is usually divided into three main periods: the 
first, one of assimilation and experimentation within the main 20th century compositional 
styles, the second, starting right after his return from Paris, emphasizing a clear search for 
a nationalistic style based on folk material collected throughout the country, and a third, 
more intellectualized, where a nationalistic flavor and derivation is still present, but 
where his music is much more based on smaller musical elements. 
The repertoire for cello by Lopes-Grac;:a, written from the 1940s until the 1970s, 
clearly falls into the category of his last two last phases and constitutes a very important 
part of his instrumental repertoire. These works are the following: Tres Cam;oes 
Populares Portugueses for cello and piano (1953), Pagina Esquecida for cello and piano 
(1955), Tres Inflorescencias for solo cello (1974) Adagio ed Alia Danza for cello and 
piano and Quatro Invenc;oes para violoncelo cello solo (solo cello, 1961). 
Besides being clear examples of his compositional style, these works represent 
very interesting examples of the application of folklore, or folklore inspired music within 
instrumental music. The work Tres Inflorescencias for solo cello written in 1974 for 
example, represents a unique example of what can be considered a cello suite based on 
Portuguese folk music elements. 
The Concerto da Camera col Violoncello obbligato, composed from a request by 
the great cellist Mstislav Rostropovich and written between 1965 and 1966, was 
considered by Lopes-Grac;:a himself at one point to be his work of "greatest maturity and 
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consequence." ' It is one of the most important examples of his mature work, containing 
important compositional elements of creativity in its structure. It can perhaps be 
considered as the work that gives the listener the most meaningful clues about Lopes-
Gra<;a' s compositional mind. 
Sources 
The sources for this project were based on the analysis of the original musical 
scores of the works mentioned and also on several books and articles written both by the 
composer and some of the most preeminent Portuguese musicologists. Comercial 
versions of these scores are not being published at the moment, and old publications are 
not always easy to find. The original scores, however, were generously put at the author's 
disposal by the Museu da Musica Portuguesa in Cascais (Portugal), where Lopes-Gra<;a's 
body of work is preserved. Since all of the anality cal work of this project was based on 
this unpublished material, it was decided for it not to be included in the bibliography 
chapter. 
From all of the references used for this project, the most important resources 
come from the following works: Mario Vieira de Carvalho ' s book 0 Essencial Sabre 
Fernando Lopes-Grar;a; Lopes-Gra<;a' s book A musica Portuguesa e OS seus Problemas; 
Teresa Cascudo' s essay A configurar;iio do modernismo Musical em Portugal atraves da 
acr;iio de Fernando Lopes-Grar;a (on the topic of modernism in Portugal); Lopes-Gra<;a' s 
essay, Acerca da Harmonizar;iio Coral dos Cantos Tradicionais Portugueses (on the 
topic of choral harmonization of traditional Portuguese folk songs); and Jorge Peixinho' s 
'Fernando Lopes-Gra<;a, letter to Jose Joao Cochofel, trans. by author, July 19, 1969. 
2Gregory W. Brown, "The Can<;6es Regionais Portuguesas of Fernando lopes-Gra<;a 
( 1906-1994 ): Methods and significance of the Adaptation of Folk Materials Into the Choral 
essay, Nova Luz Sabre uma Figura Impar da Cultura Portuguesa. 
Other important resources for this project were interviews with musicians and 
cellists who worked closely with the composer and to whom some of the pieces were 
dedicated. I quote as examples the cellists Madalena Sa e Costa, Clelia Vital and Maria 
de Macedo, the pianist Olga Prats and the music pedagogue Maria Teresa Macedo. 
Structure 
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This project is divided into three main parts, the first of which with several 
chapters. This first part includes three chapters: a first dedicated to a biographical 
contextualization of the composer, a second to his ethno-musicological work and 
compositional developments surrounding the use of Portuguese folklore, and a third to an 
understanding of his compositional phases, his general esthetic views and his main 
compositional characteristics as seen from the point of view of the composer, as well as 
from outside perspectives. The second part of this project is dedicated to the analysis and 
contextualization ofLopes-Gra<;a's pieces for solo cello and for cello and piano. The 
analysis of these pieces is based mainly on compositional characteristics of Lopes-Gra<;a 
mentioned in the first part of the project. The third part of the project discusses analysis 
and contextualization ofLopes-Gra<;a's Concerto da Camera col Violoncello Obbligato. 
The analysis in both second and third parts of the project, are based on previous 
conclusions regarding Lopes-Gra<;a's compositional style and also on personal 
conclusions regarding specific characteristics of each work, with an emphasis on the 
specificities regarding the compositional form of Concerto da Camera col Violoncello 
Obbligato. 
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The conclusions drawn will be mainly based on the unique musical characteristics 
and instrumental importance of this last work mentioned, within Lopes-Gra9a' s work and 
musical style. 
Specific terminology used in the Analyses Chapters 
Due to the nature of Lopes-Gra9a' s music, it was found to be more efficient in the 
analysis chapters, the use of both tonal and atonal typical analysis terminology. 
Within the necessity of describing certain note collections and reoccurring 
intervallic relationships, terms related to set theory will be frequently used. A note 
collection ofC-C#-D for example will be described in some instances as simply a (012) 
set. 
The nature ofthe specific harmonic characteristics ofLopes-Gra9a's music will 
many times demand creative analytical description. In the often, complex polytonality 
seen in his chords, the terms used will be based on the description of the several 
constituent chords, separated by a slash (example: C major/F minor). Still related to the 
analysis of the use of polytonality, terms such as polymodal or polytonal/modal will also 
be employed. It is interesting to verify, that the term bi-tonal was used by Lopes-Gra9a 
himself to describe specific characteristics in his music, as with for example some of his 
choral works.2 Certain typical polytonal (or polymodal) chords used by Lopes-Gra9a, 
show from the same bass pitch center a mix of a major triad with a minor triad. These 
chords will be written with the terminology major/minor. 
2Gregory W. Brown, "The Can<;5es Regionais Portuguesas of Fernando lopes-Gra<;a 
(1906-1994): Methods and significance ofthe Adaptation ofFolk Materials Into the Choral 
Medium," (PhD. dissertation, University of Georgia 2006), 23. 
6 
Lopes-Gra<;a's music is many times based on a mix of tonal and modal 
characteristics, showing frequently as well a certain ambiguity in terms of a specific tonal 
or modal center. Because of this fact, terms such as tonal/modal, tonal ambiguity, or 
tonal/modal ambiguity will frequently be used. 
Another term used frequently in these chapters, is the terms "false" bass or "false" 
pedal. This term originates both from Lopes-Gra<;a and Jorge Peixinho. Regarding his 
harmonizations of folk songs, Lopes-Gra<;a suggests the use of what he calls "outsider" 
(from the harmony base) internal pedal notes.3 Peixinho, in his descriptions of Lopes-
Gra<;a's compositional characteristics, mentions the use of bass notes in a different pitch 
from what would be expected from the harmonic pitch center. He calls these notes as 
"false" basses4. In the Analysis chapters of this project, terms derived from these two 
descriptions such as "false" bass and "false" pedal will be used, in particular to describe 
certain chromatic dissonances created through pedal notes and bass notes, typical of the 
composer. 
Music Examples 
In the music examples employed in the analysis chapters, a preference was given 
to the use of examples taken directly from the composer's original score. Lopes-Gra<;a's 
3Femando Lopes-Gras:a, "Sabre a Cans:ao Popular Portuguesa e o Seu Tratamento 
Erudito," in A Canc;ao Popular Portuguesa em Fernando Lopes Grac;a, ed. Alexandre Branco 
Weffort (Lisbon: Editorial Caminho SA, 2006), 127. This chapter of Weffort' s eddited book, is a 
direct transcripton of a text from 1942 with the same name, and included by Lopes-Gras:a in: 
Fernando Lopes-Gras:a, A Musica Portuguesa e os seus Problemas I (Lisbon: Editorial Caminho, 
1989). 
4Jorge Peixinho, Lopes-Gras:a: "Uma Nova Luz Sobre uma Figura lmpar da Cultura 
Portuguesa," in Uma Homenagem a Fernando Lopes-Grac;a, ed., Camara Municipal de 
Matosinhos (Matosinhos: Edis:oes Afrontamento, 1995), 13. This chapter is a transcription of a 
conference read by Peixinho at a celebration of Fernando Lopes-Gras:a's 8ih birthday, given by 
the Camara Municipal de Matosinhos on December 1 i 11 1993. 
handwriting, besides very clear to the reader, contains many details at the level of 
expression and in technical suggestions worth for the reader to experience. His writing 
enhances therefore closeness to the composer' s music and line of thought. In certain 
situations where either the clarity of the score or a juxtaposition of certain excerpts was 
not practical, the excerpts were drawn from a music notation program. 
The original scores where gently put at the author's disposal, by the Museu da 
Musica Portuguesa in Cascais, Portugal. 
7 
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GEOGRAPHICAL AND BIOGRAPHICAL CONTEXTUALIZATION 
Portugal in the time of Lopes-Gra-;a 
The composer Fernando Lopes-Grac;a, originally Fernando Lopes da Grac;a, was 
born on December 17th 1906 in the town of Tomar, in the Ribatejo region of Portugal. 
Throughout Lopes-Grac;a's life (from 1906 until1994), Portugal went through several 
very drastic political and social changes. At the time ofLopes-Grac;a's birth Portugal was 
still a constitutional monarchy, though a series of de-stabilizing political events and 
economical crises at the end of the 191h century led to popular discontent and several 
attempted coups d 'etat, the last ofwhich, on October 5th 1910, replaced the monarchy 
with a republican government (First Republic).5 Most of the internal political conflicts 
mentioned were directly related to colonialist ambitions and disputes with England 
regarding the African continent. This conflict ended with the so-called British ultimatum, 
which led to a humiliating withdrawal by force of the Portuguese military presence in 
certain areas of central Africa. 6 
Following the approval of a Republican constitution in 1911, a general feeling of 
disillusionment started to emerge. Despite some attempts to form more socialist policies 
and move towards a more liberal culture (women were granted the right to vote for the 
first time), economic growth remained quite slow, and the general feeling of economic 
instability remained. 
5Joao Tomas dos Anjos, "I" a 2a Republicas (191 0-1926-1974)," in Hist6ria de Portugal, 
ed. Joao Tomas dos Anjos, Historia-portugal.blogspot.com/20 13/1111-e-2-republicas-191 0-1926-
1974.html (accessed April 20, 2014). 
6Ibid. 
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In 1916, in an attempt to protect its African Colonies of Angola and Mozambique, 
Portugal entered World War I on the side of the Allies. The economic and human price 
that the country paid for this decision generated more political instability and discontent 
among the population. On December 1917, another coup d 'etat replaced the First 
Republican Government with the Second Republican Government, lead by the General 
Sid6nio Pais. This Second Republican Government ended quickly, with the assassination 
of Sid6nio Pais in December 1918. 
In May of 1926, another coup replaced the government with a military 
dictatorship, which would become the natural path to a transition in 1933 towards the 
EstadoNovo (new State), or Second Republic. From 1926 until1974, the year of the 
Carnation Revolution, the Portuguese government took the form of a fascist, dictatorial 
nationalistic regime, not unlike the governments ofltaly under Mussolini or Spain under 
Franco/ 
Antonio de Oliveira Salazar, connected to the Government from 1926 as Minister 
of Business, would become the President ofthe Council ofMinisters in 1933. Salazar 
remained at this post until 1968, when, due to illness, he became physically incapable of 
maintaining his position as dictator. The Estado Novo, the longest lasting dictatorship in 
Europe, continued under Marcelo Caetano until 1974, when a nearly bloodless military 
coup established a democracy in Portugal, ending the colonial war and terminating the 
Political Police (PIDE). This Revolution marked the beginning of the Third Republic, 
10 
which still remains in Portugal today. 8 
Despite some improvements in the political stability and a clear improvement in 
the development of infrastructure in the country during the Estado Novo, Salazar's 
dictatorship was heavily marked by repression and censorship, and any ideas or actions 
that contradicted the official ideas and politics could result in punishment.9 
Most ofLopes-Gra<;a's life, including important periods of his education, took 
place during this dictatorship. Opposition to the dictatorship was made in an either 
clandestine or subliminal way, many times by groups of intellectuals and young left-wing 
activists, some of whom living in other countries such as France and Germany. Despite 
the fact that other parties were forbidden, the Portuguese Communist Party, of which 
Lopes-Gra<;a would become a member, was founded in 1921.10 
First Years 
Not much information exists about Lopes-Gra<;a's infancy. However, it is known 
from Antonio Sousa 11 and as cited in (Bastos 2006), that he grew up in a lower middle-
class family, and without much musical background. His father, of Jewish ancestry, 
worked at a hotel in the town of Tomar, and his mother was most likely a domestic 
worker. 12 
8Ibid. 
9Luis Torgal, Estados Novas, Estado Novo: Ensaios de Hist6ria Politica e Cultural, vol. 
2. (Coimbra, Imprensa da Universidade de Coimbra, 2009), 399-400. 
10 Antonio Simoes do Pa<yo, "Os Comunistas Portugueses Na Luta Contra o Estado Novo." 
Hist6ria & Luta de Classes (20 13), 1-11. 
11 Coordinator of"Homage to Lopes-Gra<ya," organized by the Camara Municipal de 
Tomar in October 1991. 
12 Antonio Sousa, "Homenagem a Lopes-Gra<;a," Bole tim Cultural da Camara Municipal 
de Tomar, vol. XV, 1991 , 2-5. 
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The only contact with music during his early childhood was through his father's 
guitar, of which he had a vague memory. 
"My father played, at some point ... french guitar, vulgarly called I don't know 
why, funeral guitar ... [I] don't remember ever hearing my father playing his arpeggios on 
the instrument ... [I] know he played because he and the his group appear in the photo 
that still exists ... in his bedroom."13 In his writings "Recordar;oes em D6 Maior" 
[Memoirs inC major], while talking about his infancy, Lopes-Gras;a describes a far from 
privileged upbringing and education. "I didn't have any fairy protecting my infancy, and 
even less, a musical fairy. Fairies are for child prodigies, and I, with all honesty, might 
have been everything that a boy can be ... but child prodigy is something that I don't 
t h b ,!4 seem o ave een ... 
"[O]ur family chronicles have very little historical depth, at my place, one neither 
talks about the feats of grandparents, nor 'throws' nostalgic 'looks' on the past, maybe 
that is the reason for my ... chronic lack of references from the past ... 15 
From his family however, he would inherit Republican and atheist views that he 
would keep throughout his life. 
Lopes-Gras;a's first contacts with music were" ... by pure chance ... " "[A] little 
game from the time I was about eleven years old ... [W]hen ownership of my godfathers 
hotel was transferred to my father there was ... an old piano, a piano of a 'pre-historic' 
label, a Parker & Smith, if my memory does not fail me ... [T]hat way, I started 'hitting 
13Fernando Lopes-Gra<;:a, "Recorda<;:6es em D6 Maior" in Disto e Daquila, trans. by 
author (Lisbon: Edi<;:6es Cosmos, 1973), 19. 
14 Gra<;:a, "Recorda<;:6es em D6 Maior," 17. 
151bid. 
12 
the ivory' ... by mere curiosity and ' appetite ' ... " 16 
At age eleven, soon after his autodidactic pianistic qualities began to draw 
attention, Lopes-Gra9a' s parents were advised to provide him with a formal musical 
training. Lopes-Gra9a began his musical studies with the pianist Maria da Imaculada, and 
soon after continued with the well-known local teacher Rita Ramos Lopes, with whom he 
studied both piano and solfege. 17 
From an early age Lopes-Gra9a developed also a love for theatre, which he would 
keep "throughout life, without ever being able to fully satisfy." 18 " ... [T]he flame of 
theatre ran within me, and I would suffer with the desire to publicly exhibit the talents ... 
I thought I had" 19 
At the age of 14, he began playing professionally as a pianist at the theater of his 
hometown, accompanying silent movies. As part of this job, he also joined a quintet of 
musicians who played in the interludes of the shows. This quintet dissolved, being later 
replaced by Lopes-Gra9a's solo interludes, which often included important pieces of the 
then modem repertoire from composers such as Debussy, Ravel and modem Russian 
composers.20 
In 1923, and at the age of 16, Lopes-Gra9a registered as student at the 
Conservat6rio Nacional, where he studied piano with Viana da Mota (former student of 
Liszt) in his "virtuosity class," composition with Tomas Borba, and Musical Sciences 
16Gra<;a, "Recorda<;6es em D6 Maior", 18. 
17Fernando Lopes-Gra<;a, Disto e Daquila (Lisbon: Edi<;6es Cosmos, 1973), 42. 
18Ibid., 32. 
19Ibid., 34. 
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°Fh1vio Pinho, 100 Anos de Fernando Lopes-Grar;a (1906-1994) : Exposir;iio Biograjica 
(Coimbra: Conservat6rio de Musica de Coimbra, 2006), 2. 
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with Luis de Freitas Branco.21 Both Borba and Freitas Branco were some of the most 
important musicians of the Portuguese musical scene at the time, and would become very 
influential for Lopes-Grac;:a, both at the compositional and pedagogical Level.22 
With a clear tendency to focus on his compositional studies, Lopes-Grac;:a became 
a well-respected member of the Portuguese musical scene during his years as a student. 
In 1927, Lopes-Grac;:a composed Varia98es sabre um Tema Popular Portugues 
[Variations on a Portuguese Popular Theme] for piano solo, considered his Opus 1 and 
which marks a tendency that will be a constant in his career: the search for inspiration in 
the Portuguese popular music. Lopes-Grac;:a himself premiered the piece, at the Sal a do 
Conservat6rio Nacional de Lisboa in 1928. 
While studying in Lisbon, Lopes-Grac;:a maintained close contact with his 
hometown of Tomar, particularly with friends of similar Republican or left-wing political 
views (in opposition to the fascist politics that started after the coup d'etat of28 of May 
1926). This city, well-known for being the city of the Templars and of old Jewish 
communities23 , was at the time a place for growing Republican, left-wing oriented 
political groups. Along with other young political activists from his hometown, Lopes-
Grac;:a formed the politically oriented group A Ac9ao. This group would later create a 
magazine with the same name, which would become quite influential in terms of left-
21 Fernando Lopes-Grac;;a, "Claridades e Sombras da Hist6ris da Musica Portuguesa," in A 
Music a Portuguesa e os Seus Problemas III (Lisbon: Edic;;oes Cosmos, 1973 ), 59-61. This 
Chapter is the trancription of a conference given in 1958, in different institutions and locations in 
Brasil. 
22Fernando Lopes-Grac;;a, "No Primeiro Centemirio do Nascimento de Tomas Borba," in 
A Musica Portuguesa e os Seus Problemas III, (Lisbon: Edic;;oes Cosmos, 1973), 109-116. 
23 Anjos, "1 a e 2a Republicas" 
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wing political propaganda. Lopes-Gra9a was the director of this magazine beginning in 
In June of 1930, Lopes-Graya and his friend Pedro do Prado, founded the 
Magazine De Musica, which would be published through the Academic Association of 
the Lisbon Conservatory of Music. Always interested in the development ofthe musical 
culture in his country, Lopes-Graya himself talks about the creation of this magazine as a 
way to help fulfill certain gaps in the awareness of musical culture in Portugal.25 
From this time until the end of his life, Lopes-Gra9a became very active as a 
writer (his books being mostly of a pedagogical nature), musical critic, and translator. His 
interest and love for Portuguese poetry and literature is clearly reflected in his music, 
both in the lyrics of his songs and simply in the titles of some of his pieces. His interest in 
literature can also be deduced by the fact that while in Lisbon, he registered as a student 
at the School of Humanities of the University of Lisbon. Although he later abandoned the 
school in 1931 without finishing the degree, Lopes-Graya made some of the most 
important artistic and cultural encounters of his life at the university. Here he met and 
interacted with important progressive writers and intellectuals of that time, who invited 
him to join the group Seara Nova, a group that was very active in criticizing the 
conservative politics of the time. Some of the personalities that Lopes-Graya interacted 
with in this group could be considered figures of modernist and neo-realist aesthetics, 
24Mario Vieria de Carvalho, 0 Essential Sabre Fernando Lopes-Gra~a (Lisbon: INCM, 
1989), 39. 
25Fernando Lopes-Gras;a, A Musica Portuguesa e os Seus Problemas I (Lisbon: Editorial 
Caminho, 1989): 95, quoted in Patricia Lopes Bastos, "As Sonatas e Sonatinas para Piano Solo de 
Fernando Lopes-Gras;a," (Ph.D. diss. , University of Aveiro, 2006), 23. 
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which greatly influenced him in his composition.26 
In 1931, Lopes-Grac;a finished his composition studies at the Conservat6rio 
Nacional with high honors and applied for a position as Professor of Piano at the same 
institution. Although Lopes-Grac;a won the position, he was unable to accept it. For 
political reasons related to his left-wing publications and propagandist activities in his 
home Town of Tomar, he was arrested immediately after the audition for the position.27 
After a year in jail, Lopes-Grac;a briefly held a position teaching at the Academia 
de Musica de Coimbra, where he taught piano, solfege and harmony. Lopes-Grac;a' s 
period in Coimbra (from 1932 until a second arrest in 1935) was of particular value in his 
professional development as a teacher, composer and artist. Coimbra, the college town in 
Portugal with the oldest academic tradition and home of the old Universidade de 
Coimbra (established in 1290) was a natural center for intellectuals, and Lopes-Grac;a 
during this time made a connection with the group Presem;a, one of the most important 
political/intellectual groups of the time. Also, and as he had previously done in Lisbon, 
Lopes-Grac;a registered at the university ' s School ofHumanities.28 
Members of the Group Presem;a, whose principals were based on the so-called 
"presentist philosophy" and neo-realist artistic currents, included prominent Portuguese 
writers such as Jose Regio and Miguel Torga, from whom Lopes-Grac;a used literary 
26Mario Vieira de Carvalho, "Politics ofldentity and Counter-Hegemony: Lopes-Gra~Ya 
and the Concept ofNational Music" Music & Politics, vol. VI (Winter 2012): 3-5, 
http ://q uod.1i b. umich.edu/m/mp/946044 7. 0006.1 04/--politics-of-identity-and-counter-hegemony-
lopes-graca?rgn=main;view=fulltext;q 1 =Iopes+gra%C3%A 7a (accessed January 5, 20 12). 
27Carvalho, 0 Essencial Sabre Fernando Lopes-Grar;a, 39. 
28Pinho, 100 anos, 3. 
material for some of his songs. During this period, the structure of many of his 
compositions would be grounded in the Art Song format.29 
Figure 1.1. Fernando Lopes-Grac;:a, second from the right, with other editors of the Magazine 
Presenc;:a. Coimbra, 1933. Photograph by Casa Havanesa, reprinted by permission of the Museu 
da Musica Portuguesa- Casa Verdades de Faria, Camara Municipal de Cascais . 
During his time in Coimbra, Lopes-Gra<;a' s continued activity in the politics of 
16 
opposition, continued to create problems in the progress of his career. In 1933, as a prize 
for his Ensaio sabre a Musica Portuguesa do Seculo XX' [Essay on the Portuguese Music 
ofthe 20th Century], an important work admired by musicians such as Vianna Da Mota 
(Lopes), Lopes-Gra<;a was granted a scholarship which would allow him to fulfill his 
ambition of furthering his musical studies outside of the country. Due to his political 
views and activities however, the government revoked this scholarship.30 
In 1935 Lopes-Gra<;a was arrested again, this time for allegedly participating in a 
29Romeu Pinto da Silva, Tabua P6stuma da Obra Musical de Fernando Lopes Grar;a 
(Lisbon : Editorial Caminho, 2009), 60-68. 
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conspiracy to create a Frente Popular, a group of Republican and left-wing parties, in 
opposition to Salazar's regime. 31 The dimension of these activities was particularly broad 
due to the fact that they took place during the Spanish Civil War, in which a Republican 
government formed precisely by a Frente Popular was fighting against a Fascist group 
lead by General Franco. In letters to his friends Pedro Prado and Jose Joao Cochofel, 
Lopes-Gra<;a writes frankly about his difficult times and the professional problems that 
came from this arrest. 32 
" ... I stand this with the optimism that characterizes myself and the firm hope of 
someone who has the conscience of not having done any crime, or which only crime is to 
think that justice and "good" are not unrealizable on earth. For this I will lose myself, for 
this I will save myself."33 
Immediately following his release from prison in 1937, Lopes-Gra<;a Emigrated to 
France, where he registered as a student at the Paris School of Humanities, and audited 
the Musicology class of Paul-Marie Masson at the Sorbonne. During this period, he also 
studied composition and orchestration, privately with Charles Koechlin. Koechlin would 
become one of his strongest musical influences. 34 
In Paris he quickly established a reputation as a composer and musicologist. The 
Maison de Ia Culture commissioned Lopes-Gra<;a to write the music for the Ballet La 
31Camara Municipal de Tomar, "Memoria de Lopes Gra9aja Habita a Sua Casa", in 
Boletim Informativo da Camara Municipal de Tomar (January, 2009), 4-7. 
32These letters are available at the Museu da Musica Portuguesa in Cascais-Portugal, 
where Lopes-Gra9a's assets can be found. 
33Fernando Lopes-Gra9a, letter to Jose Joao Cochofel, trans. by author. Caxias, December 
2, 1936. 
34Carvalho, 0 Essencial Sabre Fernando Lopes-Grafa, 40. 
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Fievre du Temps, which premiered in 1938 at the Teatre Pigalle. Works ofthis Parisian 
period, such as the Sonata Number 2, for piano solo, and his Piano Quartet, were 
extremely important in the consolidation of his musical style. Also important was his 
contact with the Polish singer Lucie Dewinsky, who inspired him to arrange several sets 
of Portuguese folk songs for voice and piano.35 This form and style of composition 
became one which he would use throughout his life, as can be seen in the great number of 
pieces of this kind both for voice and piano and for choir.36 The inspiration from folk 
material would become one ofthe key elements in the development ofhis style. 37 
In 1939, around the time of the beginnings of World War II, Lopes-Gra<;a enlisted 
in the army of volunteers of the Amis de la Republique Fram;aise (Friends of the French 
Republic). He was also offered French citizenship, which he refused. 38 
Return to Portugal (1939 - 1955) 
During October of 1939 and with brighter prospects, Lopes-Gra<;a returned to 
Portugal, settling in the city of Lisbon. Back in his home country, he worked actively as a 
teacher, music critic, composer, concert organizer and choir director. Always politically 
active, he becomes a prominent member of the Movimento de Unidade Democratica 
[Movement of Democratic Unity] , a political movement in opposition to Salazar' s 
R 0 39 eg1me. 
Lopes-Gra<;a found employment, writing theatre reviews for the newspaper 0 
35Pinho, 100 anos, 5. 
36Silva, Tabua P6stuma, 67-75. 
37Jose Carlos Picoto, "Fernando Lopes-Grac;;a," in The New Grove, vol. 11 , eds. Stanley 
Sadie and J.Tyrrell (London: McMillan, 2001) 
38Carvalho, 0 Essencial Sabre Fernando Lopes-Grar;a, 40. 
39lbid . 
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Diabo and musical reviews for the Magazine Seara Nova, for which he had been a 
collaborator since 1931. He continued to be very active as a writer and composer, and 
maintained a strong presence among the intellectuals of the country, in particular those 
with left -wing political views. 40 Until 1940, Lopes-Grac;a continued to write for the 
Magazine, Revista de Portugal (which he had already begun to do in Paris) whose 
director, Vitorino Nemesio, was a prominent Portuguese neo-realist writer.41 
In 1940, Lopes-Grac;a won the composition prize of the Circulo de Cultura 
Musical, with his Concerto No. 1 for Piano and Orchestra. During this time, he refused to 
accept a position offered to him as Director of the Musical Department of the National 
Radio due to political divergences. 42 In 1941 Lopes-Grac;a taught piano, harmony and 
counterpoint at the Academia de Amadores de Musica [Academy for Music Lovers], a 
prominent school of music in Lisbon, to which he would be connected until his death, 
and whose director at the time was his former teacher, Tomas Borba. 
In 1942, with Tomas Borba and other important musical figures of the avant 
gar de Portuguese musical scene of the time, Lopes-Grac;a created the concert society 
"Sonata". Very active in organizing concerts and lectures, this organization' s goals were 
mainly the dissemination of contemporary music of the time by both Portuguese and 
foreign composers and the development of a more highly educated audience in Portugal. 
In many of the concerts produced by the society works by important composers such as 
Bartok, Schoenberg or Hindemith were performed in Portugal for the first time. The 
4
°Carvalho, 0 Essencial Sabre Fernando Lopes-Grar;a, 40. 
41 Jose Bettemcourt da Camara, "Vitorino Nemesio e Fernando Lopes-Gra9a," in Vitorino 
Nemesio- 20 Anos Depois (Lisbon: Edic;oes Cosmos, 1998), 549-559. 
42Carvalho, 0 Essencial Sabre Fernando Lopes-Grar;a, 40. 
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Portuguese premiere of the Bartok String Quartets in 1948 organized by Sonata is 
perhaps one of the best examples. Lopes-Gra<;a was involved in these concerts as an 
organizer, performer and composer, with his works being preformed in numerous 
concerts.43 
Also in 1942, Lopes-Gra<;a again won the composition prize of the Centro de 
Cultura Musical, this time with for his piece, Hist6ria Tragico Maritima, a work inspired 
by the heroic stories ofthe Portuguese maritime discoveries. In 1944, he won this prize 
for a third time, this time for his work Sinfonia. 
Continuing to play an active role in politics, in 1945 Lopes-Gra<;a became a 
prominent member of the Movimento de Unidade Democratic a (Movement for 
Democratic Unity), another movement in opposition to Salazar's Regime. In the same 
year, he founded the Cora do grupo Dramatico Lisbonence, later called Cora da 
Academia de Amadores de Musica [Choir of Academia de Amadores de Musica]. First 
created as an independent "element of civic and artistic participation in the movements 
for a future of liberty and democracy"44 it would, in 1951 , become permanently based at 
the Academia de Amadores de Music a. 45 Lopes-Gra<;a remained music director of this 
choir until 1988. His dedication to this choir was essential to his musical career. The 
choir becomes both an instrument of inspiration and a tool for his work. Some ofhis most 
important works for a capella choir, such as the Canr;iJes Her6icas and numerous 
43Maria Teresa Macedo, interview with author, personal interview, Santo Tirso, Portugal, 
August 15, 2013 . 
44Pinho, 100 A nos, trans. by author, 6. 
45Carvalho, 0 Essencial Sabre Fernando Lopes-Grar;a, 40. 
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arrangements of Portuguese popular songs, would be rehearsed, performed and recorded 
by this choir.46 
"From 1944 to 1954, Lopes-Gra<;:a shares the position of 
artistic director of the Academia de Amadores de Musica 
with Tomas Borba. Here he promotes the love for music 
and civic culture through his work in the development of 
amateur choirs. He was responsible for the formation of the 
Chamber Choir, composed of singers who knew how to 
read music and would interpret classical music, and the 
Choir of the Academia de Amadores de Musica -Folkloric 
section, who would interpret his harmonizations of 
portuguese popular music ... "47 
Figure 1.2. Lopes-Graca conducting the Cora da Academia de Amadores de Musica in a concert 
organized by the Cine-Clube do Porto at the Cinema Batalha in Porto (December 9, 1962). 
Photograph by M. Henriques de Oliveira, reprinted by permission of the MMP. 
In 1948, Lopes-Gra<;:a participated in the First Congress of Intellectuals for the 
Peace in Wroclaw, Poland. That same year, he also participated in the Second Congress 
of Progressive Composers and Musicologists in Prague. In 1949, he was invited to serve 
46Ibid.,.l9-25 . 
47Pinho, 100 Anos, 7. 
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as a member of the jury of the Bela Bartok International Competition in Budapest. Once 
again however, due to tensions with the government caused by his political views, he was 
forbidden to leave the country.48 
Lopes-Gra<;a' s interest in the cultures of Eastern Europe, at both a political and 
musical Level created a musical interchange, which would last until the end of his life. 
The composer was invited to serve on the jury of competitions, to lecture at musical 
conferences, and to write new compositions and record his works with orchestras from 
h . 49 t ose countnes. 
In 1951 , in collaboration with other musical personalities of the time, Lopes-
Gra<;a founded the Musical Magazine Gazeta Musical, later Gazeta Musicale de Todas 
as Artes. 
In 1952, Lopes-Gra<;a won the composition prize ofthe Circulo de Cultura 
Musical for the fourth time, this time for his Piano Sonata No. 3.50 
In 1954, again as a result of his open political opposition, the government revoked 
Lopes-Gra<;a's permission to teach, forcing him to abandon his position as Artistic 
Director of the Academia de Amadores de Musica, and to cancel the classes he was 
teaching at the academy. 
This situation pressed Lopes-Gra<;a to embark on new phase of his life, 51 marked 
by a clear dedication to composing and writing and to ethno-musicological research. 
48Carvalho, 0 Essencial Sabre Fernando Lopes-GrGI;a, 40. 
49His 1981 recording with the Budapest Philharmonic Orchestra being an important 
example (cited in Discography). 
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Until about 1974, the year of the "Carnation Revolution", after which he once again was 
trusted to become more involved in a pedagogical career, Lopes-Graya dedicated his 
work to several different projects of extreme importance in terms of his legacy as 
. d thn . I . 52 composer, wnter an e omustco ogtst. 
Years of Maturity (1954 -1974) 
In 1954, Lopes-Gra9a embarked on one ofthe most important music education 
projects of his career, a project that marks what would come to be considered the 
beginning of his musical maturity, the revision of Tomas Borbas' Dicionario de Musica, 
one of the most important references in the area of music education in the country. 
Lopes-Gra9a reviewed and updated the work, and included new bibliographic references. 
Also during these years, Lopes-Graya travelled abroad more consistently, and particularly 
to former Portuguese colonies such as Angola and Brazil, for musical interchanges in 
events such as recital performances, conferences, and music competitions (as 
d. d" ) 53 a JU tcator . 
In 1958 he visited Brazil, a country to which he returned with some frequency, 
and with which he sustained an interesting cultural link. This can be seen in the 
friendship development with Brazilian musicians, such as the composer Guerra Peixe, 54 
and in his writings about Brazilian folklore in its connection to Portuguese folklore. 
52Nancy Harper, "Fernando Lopes-Grar;a (17 December 1906- 27 November 1994)," 
ILAMS, December 2006, www.ilams.org.uk/media/Fernando%20Lopes-
Graca,%20Nancy%20Lee%20Harper.pdf(accessed November 15, 2013). 
53Carvalho, 0 Essencial Sabre Fernando Lopes Grat;a, 41. 
54Ricardo Tacuchian, "Correspondencia Entre Guerra Peixe e Lopes-Grar;a" Revista 
Musica, vol. XI, 2006, 97-110. 
"In our correspondences with Brazilian musicians . . . we 
frequently touch the issue of the musical relations between 
the two . . . countries only to get to the conclusion that 
neither the Portuguese know anything about Brazilian 
music, nor the Brazilians about the Portuguese music ... 
even worse, what we know about Brazilian music is 
reduced to samba and what they ... know about the music 
of Portugal, is limited to fado. 55 
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In 1959, he also visited several cities in the then Portuguese colony of Angola. 56 
Perhaps the project for which Lopes-Gra<;a is most well known, and which would 
become the most important part ofhis legacy, was the folkloric/ethnomusicology project 
he started during this period in partnership with the French ethnomusicologist Michel 
Giacometti. 
Together with Giacometti, Lopes-Gra<;a would travel throughout the country, 
collecting a wide variety of popular and traditional songs, many times from some of the 
most remote villages of the cotmtry. 
" ... [I]n a passionate research of the national roots ... Bella 
Bartok would recollect and analyze more than 8000 
popular melodies, the first step in his attempt of 
affirmation of the Hungarian national art through the 
contemporary musical experience. Lopes-Grac;:a would 
then demonstrate his faithfulness in following the example 
of Bartok through his vast and varied work as composer, 
musicologist, lecturer and choir director, throughout 
which he would dedicate himself to research and 
systematic application of the melodic, harmonic and 
rhythmic elements of the Portuguese Folklore"Y 
ssFernando Lopes-Gras;a, "Relas;oes Musicais Luso Brasileiras," in A Musica Portuguesa 
e os Seus Problemas III, trans. by author (Lisbon: Edis;oes Cosmos, 1973), 285. 
56 Bastos, "As Sonatas e Sonatinas," 4 7. 
57Michel Giacometti, "Fernando Lopes-Gras;a e a Prospecs;ao da Musica Popular," in 
T!ibua P6stuma da Obra Musical de Fernando Lopes Gras;a, ed. Romeu Pinto da Silva (Lisboa: 
Editorial Caminho, 2009), 358. 
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Lopes-Grac;a and Giacometti worked to compile one of the most complete 
collections ofPortuguese songs, organized by region (with the different characteristics 
each), which remains to this day one of the projects most responsible for the preservation 
of some of the oldest and purest examples ofvocal music from the country. The first 
volume of this collection, the Antologia da Musica Regional Portuguesa (Anthology of 
the Portuguese Regional Music), was published in 1960.58 
In 1965, Lopes-Grac;a won the Prince Rainier III of Monaco composition prize 
with his work String Quartet. 
Figure 1.3 Michel Giacommetti and Fernando Lopes-Grac;:a on a bus trip in 1965 . Photograph 
reprinted by permission of the MMP. 
After meeting Lopes-Grac;a in the Cascais Music Festival in Portugal and 
becoming familiar with his music, the Russian cellist Mstislav Rostropovich, impressed 
by the quality ofLopes-Grac;a's music, requested him to write a cello concerto. Lopes-
Grac;a accepted the challenge, and while keeping contact with the cellist and listening to 
58Pinho, 100 Anos, 9. 
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his musical feedback (as seen in the correspondence between the two musicians)59 
completed the piece in 1966. Lopes-Gra<;a entitled the concerto Concerto da Camera col 
Violoncello Obbligato, and naturally dedicated it to the Great Russian cellist. The 
composer considered this piece to be at that time his work of "greater maturity and 
consequence. 60 
In 1969, Lopes-Gra<;a served on the jury of the 1st International Festival of Music 
ofGuanabara in Rio de Janeiro, Brazil.61 These festivals, organized in the years 1969 and 
1970, were of great significance in the cultural life of Rio de Janeiro and in the history of 
.. B .162 contemporary mus1c m raz1 . 
Between 1972 and 1973, Lopes-Gra<;a returned somewhat to the position he had 
before as an active musician within the Portuguese musical community. In 1972, as part 
of the cultural activities of the Academia de Amadores de Musica, he created the Festival 
dos Tres Caras [Festival of the Three Choirs]. In 1973, he regained his position as 
Artistic Director of the Choir of the Academia de Amadores de Music a. 63 
Freedom and Recognition (1974- 1994) 
On April the 25th 1974, one the most important events in the Portuguese 20th 
century history took place. The "Carnation Revolution", in which a military coup d 'etat 
would end the fascist government of the Estado Novo, leading to the creation of a 
59To be developed in a later chapter on the Concerto da Camera Col Violoncello 
Obbligato 
6
°Fernando Lopes-Graya,letter to Jose Joao Cochofel, 19 July 1969. 
6 1Carvalho, 0 essencial sabre Fernando Lopes-Grar;a, 41. 
62Vania Lovaglio, "Festival de Musica de Guanabara: Musica Contemporanea e Latino-
Americanismo no Rio de Janeiro," XIX Encontro Regional de Hist6ria: Poder, Violencia e 
Exclusiio (Sao Paulo: Universidade de Sao Paulo, 2008). 
63Pinho, 100 A nos, 10. 
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democracy and drastically altering the political situation in the country. Individual 
personalities and groups within the left wing movement were now free to express their 
opinions and became of central importance to the political path the country would take 
during the first years following the revolution.64 
During this time, Lopes-Grac;a became a symbol of the resistance against the 
Estado Novo. After the revolution, his work began to be recognized more openly, and his 
pieces were performed more frequently. He also received a commission for a series of 
pieces from the government, as well as a sequence ofhomages.65 
Still in 1974, Lopes-Grac;a was invited by the Portuguese government to be 
President of the "Commission for the Reformation of Musical Education". 
According to the pianist and pedagogue Maria Teresa de Macedo, Lopes-Grac;a 
had invited her to belong to a committee of musicians who would be responsible for a 
reformation of the teaching of music in Portugal, with a particular emphasis on 
elementary school teaching. Lopes-Grac;a's idea was to develop the teaching of music in 
children mostly through singing, and their main musical sources would be the popular 
songs of their own specific regions. 66 
His political and artistic ties to the countries of Eastern Europe would be reflected 
in several trips to Hungary and Russia, both related to professional connections and to 
political ones. From 1974 until1981 , he travelled several times to Budapest, in order to 
64Anjos, " la e 2a Republicas." 
65Teresa Cascudo, "Fernando Lopes-Grac;:a- Uma Cronologia 2006," Gulbenkian.pt, 
www .musica.gulbenkian.pt/cgi-
bin/wnp _db_ dynamic_ browse.pl?dn=db _ notas _ soltas _ articles&sn=dossier _fernando _lopes _grac 
a (accessed November 15, 2013). 
66Teresa Macedo, interview, 2013 . 
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oversee the recordings with the Budapest Symphony of five of his most important works: 
Hist6ria Tragico-Maritima, Canto de Amor e Morte, Quatro Bosquejos, Sinfonia and 
Suite Rustica. The recording of 1980 with the Budapest Symphony Orchestra under 
Gyula Nemeth is an important example of these projects.67 
His strong connection to that country, and esthetical ties to the composer Bela 
Bartok, also led to an invitation to participate in the commemoration of the symbolic 
1 oath birthday of the great Hungarian composer in 1981. Regarding these ties, it is 
important to mention the award given in 1976 by the Supreme Soviet ofthe USSR, the 
medal of the "Order of the Friendship ofPeople"68 • He would also be invited for a tour in 
the USSR the following year. Also in 1988, Lopes-Grac;a composed on of his most 
important pieces ofhis last phase, Em louvor da Paz [Thanksgiving Peace]. The Radio 
Television Orchestra of Krakow premiered this work in Krakow, Poland. 
Ultimate artistic recognition from his home country, though, would come only in 
1980. From the hands ofthe President ofthe Republic of Portugal, he received the 
highest award given for contribution to the Arts in Portugal, the title of Great Officer of 
the Military Order of Santiago de Espada. 69 
This late recognition from his home country, at the musical compositional level, 
reached its peak in 1979, when he was commissioned by the Secretary of State of Culture 
to write a piece in memory of the victims of the fascist dictatorship. Within a theme that 
touched him greatly at a personal level, Lopes-Grac;a composed one of his most 
67Carvalho, 0 Essencial Sabre Fernando Lopes Grar;a, 40-41. 
68
"Las Fiestas del Primero de Mayo en Moscu," Novedades de Moscu, no 19, May 1977, 
773. 
69Carvalho, 0 essencial sabre Fernando Lopes-Grar;a, 41. 
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celebrated works; the Requiem pelas Vitimas do Fascismo em Portugal [Requiem for the 
victims of fascism in Portugal]. 70 This piece was premiered in 1981 at the seventh 
Festival de Musica do Estoril [Music Festival ofEstoril] in Portugal. Lopes-Grac;a was 
invited again in 1984 to the city of Moscow, this time to participate in the Festival for 
Peace taking place in that city, where his Requiem was premiered for the first time 
outside ofPortuga1.71 
Other late awards he received include the Gra-Cruz da Ordem do Infante (an 
award given for the excellence in promoting Portuguese culture around the world), 
presented to him in 1986 by the then President Mario Soares and, in the same year, the 
title of Doutor Honoris Causa of the University of Aveiro.72 
Lopes-Grac;a died in 1994 in the town ofCascais (a suburb ofLisbon), leaving a 
unique legacy in his music, research and writings, the result of many years spent in 
search of an authentic Portuguese artistic identity. 
FERNANDO LOPES-GRA(:A AND THE PORTUGUESE FOLKLORE 
Essential to the understanding of the music of Lopes-Grac;a both at esthetical and 
compositional levels, is the awareness of the constant presence throughout his life of the 
Portuguese Folklore, both as a subject of research and as a source of musical inspiration 
and identity. In the search for a "Portuguese" musical language within classical music, 
Lopes-Grac;a dedicated an important part of his life as a musician both to the research of 
70Pinho, I 00 Anos, II. 
71Teresa Cascudo, Fernando Lopes Grar;a:Catalogo do Esp6lio Musical (Cascais: 
Camara Municipal de Cascais, 1 997). 
ncarvalho, 0 essencial sabre Fernando Lopes-Grar;a, 41. 
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the Portuguese musical "roots", and to a politicized struggle over imposed conceptual 
views (by the dictatorship) on Portuguese folklore and its influence on the classical 
composers of the time. Lopes-Gra9a uses the expression Counterfeiting Folklore to 
describe this politicized and massively produced concept of folklore. 
Quoting Mario Vieira de Carvalho, Lopes-Gra9a "has never written a note 
without taking into account the forms of social existence of his music, consciously shown 
as a product of an equation between the artist and his 'environment'. ,m 
Development of Nationalistic Esthetics 
In a 1942 article written on the Portuguese popular song and its use in classical 
music, Gra9a explains what was at the time, a recently developed interest in the 
Portuguese popular song and folklore. 
"I must confess that my interest in Portuguese 
popular song and the problems of folklore associated with 
the creation of a national classical musical language ... is 
relatively recent ... It is true however, that one of my first 
compositions for piano, was precisely a set of variations on 
a Portuguese popular theme ... After that, my experiences 
with popular music material did not continue. I suppose 
that two reasons might have contributed to this fact: the 
first resides in the fact that little credit is given to the study 
of our folklore . . . and the unawareness in Portugal of 
anything similar to a true science of musical folklore and 
the help that it could give to the creation of classical music; 
the second was in the confusion and exploitation, in the 
misunderstandings and opportunism that occurred under the 
pretext of 'musical nationalism' ". The fraud that was 
committed under this unfortunate expression! It was rare [a 
person] whom, beyond personal interests or political 
maneuvers had an honest love of art. Today, one can say 
that the worst enemy of a true musical nationalism, the 
biggest obstacle that was put in the way of the creation of 
73Carvalho, 0 essencial sabre Fernando Lopes-Grar;a, 15. 
an authentic Portuguese music, which by its quality and 
style could be placed along side productions of the Spanish, 
Czech, Hungarian or English contemporary nationalisms, 
was certainly that 'post-card nationalism' , that famous 
Portuguese music that knew neither its own technique or 
internal discipline." 74 
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It is interesting, however, that despite a true mature interest in Portuguese popular 
music emerged only during his years of musical studies in Lisbon and later in France, the 
presence of Portuguese popular songs in Lopes-Graya's life can be seen already from his 
early years through exposure to his father's popular music group (where his father played 
guitar).75 
During his time at the National Conservatory of Lisbon, Gra9a was exposed to 
nationalist currents already present in the music of some of the main Portuguese 
composers of the time, such as Vianna da Mota and Luis de Freitas Branco.76 There, he 
experienced for the frrst time some of the main artistic conflicts present among 
Portuguese composers of that period, which was related to differing views on the 
application of Portuguese popular music in classical music. A group of composers whose 
philosophy Lopes-Gra9a would embrace defended a purer view of the incorporation of 
popular music by attempting to protect the origins of the musical material as much as 
possible from urban cosmopolitan influences and from the pressures of the nationalistic 
political movement. Another group of composers, mainly represented at the time by the 
composer Ruy Coelho, embraced a more politicized musical production, where views 
74Gra<ya, "Sobre a Can<yao Popular Portuguesa," 125. 
75Gra<ya, "Recorda<yoes em 06 Maior", 19. 
76Gra<ya, "Claridades e Sombras," 57-60. 
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regarding the Portuguese folklore and a concept of nationalistic music where strongly 
influenced by "mandatory" artistic views from the Estado Novo dictatorship.77 
This issue around Portuguese music and folklore would become a very important 
element ofLopes-Gras;a's musical life, seen for example in his book, A car;a aos coelhos 
e outros escritos polemicos [The rabbit hunt and other controversial writings], dedicated 
mainly to esthetical differences with the composer Ruy Coelho, regarding a concept of 
nationalistic music.78 This topic will be developed later in the chapter. 
The clear attempt to search for musical inspiration in Portuguese popular music 
can already be seen in Lopes-Gras;a's first opus composed in 1928, the Variar;oes sabre 
um tema Popular Portugues [Variations on a Portuguese Popular Tune] for solo piano. It 
was nevertheless only during his years of study in France, that Lopes-Gras;a would start a 
true dedication to the subject. Inspired by a request from the Polish singer Lucie 
Dewinsky to arrange song material in Portuguese for her repertoire, he harmonized 
several sets of Portuguese popular songs. These harmonizations for voice and piano are 
considered to be Lopes-Gras;a's "first conscientious and systematic approach to the 
Portuguese traditional song ... in the sense fundamental to his language and style."79 
They also become a constant style feature throughout his life, totaling more than one 
hundred. His last harmonizations are from around 1982. The work with Dewinsky 
resulted in what Romeu Pinto da Silva's Catalogue ofLopes-Gras;a's works considers to 
be the "first series" of 24 Canr;oes Populares Portuguesas. According to Pinto da Silva, 
77Carvalho, "Politics of Identity and Counter Hegemony ", 3. 
78Fernando Lopes-Gra<;:a, A Car;a aos Coelhos e Outros Escritos Polemicos (Lisbon: 
Edi<;:oes Cosmos, 1976). 
79Silva, Tabua P6stuma, 74. 
Lopes-Gra<;a' s intention was to organize by the end of his life, four books of 24 songs 
each, divided into different periods of his life. His death, however, did not allow him to 
finish his work, and many of these songs still only exist in manuscript form. 80 
"There was a Singer that I knew from Paris, she was of 
Polish origin ... and had nothing Portuguese ... [C]ould you 
set something for me in Portuguese? ... she said ... [I]t was 
during that time that the valuable book of Rodney Gallop 
(The Songs of the Portuguese People) was published, and 
sent to me in Paris. It was then that I started already doing 
some harmonizations of Popular Songs ... [F]rom then on, I 
have always done this work of harmonizations, 
arrangements or Gust) use of the Portuguese Song ... "81 
All of these circumstances would lead Lopes-Gra<;a to an interest in the area of 
ethnomusicology. This interest led him to work jointly with the French 
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ethnomusicologist Michel Giacommetti, with whom he developed one the most important 
works of Portuguese popular music research and compilation (both audio and written), 
which included folk music from the most remote areas of Portugal. 82 
His esthetical position, kept throughout his life, reveals itself in one of his most 
well knowr1 statements. As cited in (Weffort 2006), "[A]ll art has to first be national. 
Only after it or through it, can it aspire to the sought, and not always achieved category of 
Universal."83 
80Ibid. , 73-75. 
81 Pinho, 100 A nos, 5. 
82Michel Giacometti and Fernando Lopes-Grac;:a, 0 Cancioneiro Popular Portugues 
(Lisbon: Cfrcu1o de Leitores, 1981 ). 
83Fernando Lopes-Grac;:a, "Sobre os Arranjos Corais das Canc;:oes Folcl6ricas 
Portuguesas," in Weffort, A Cam;fio Popular Portuguesa em Fernando Lopes Grara, 131-132. 
This chapter of Weffort 's eddited book, is a direct transcripton of a text from 1956, which 
resulted from the introduction to a concert by the choir of the Academia de Amadores de Mtlsica 
at the Tivoli theatre in Lisbon, and included by Lopes-Grac;:a in: Fernando Lopes-Grac;:a, A Musica 
Portuguesa e os Seus Problemas II, (Lisbon: Editorial Caminho, 1989). 
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Still related to this esthetical search, it is worth mentioning the question Lopes-
Gra<;a asks himself in the book Introdw;ao a Music a Mode rna. Here, while mentioning 
composers such as Stravinsky, Korsakov and Albeniz, who composed what he considers 
music of"wide universal reach", Lopes-Gra<;a asks if it is possible to achieve this 
universal art through the particularities of the popular song. Noting that many critics 
referred to the use of popular song in music as a sign of a lowering of the intellectual 
level, Lopes-Gra<;a mentions at the same time, that these opinions come from a complete 
unawareness of the role the popular element had throughout the entire history of classical 
. 84 
mUSIC. 
"Definitively: I am denatured, a deracine ... Although born 
and brought up in Portugal, I feel more and more my 
incapacity to feel and understand Portuguese things; and 
thus I consider myself as one of the greatest exceptions to 
that brilliant ethno-psychological law, which was 
formulated by a known Portuguese journalist: that being 
born in Portugal is absolutely necessary to feel and 
understand our things .. . [I] impute this deficiency of my 
spirit to my lack of three main racial virtues: to write 
verses, to like bullfighting and to love fado. "85 
Authentic Folklore and Counterfeiting Folklore 
As mentioned before, Lopes-Gra<;a' s attempt to create and inspire the 
development of a "true Portuguese classical musical style" is directly related to his views 
on a "true" and pure concept of Portuguese folklore. In folklore's authenticity, Lopes-
Gra<;a sees a way to find the musical material that will help create a real, authentic 
84Fernando Lopes-Gras;a, Introdur;ao a Musica Moderna (Lisbon: Edis:oes Cosmos, 
1942), 81-82. 
85Fernando Lopes-Gras;a, "A Severa Nao Morreu ... ," in Obras Literarias, (Lisbon: 
Caminho, 1989): 149-150, quoted in Carvalho, "Politics oflndentity and Counter Hegemony," 4. 
Original text from an article in: Seara Nova, 23 July 1931. 
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Portuguese musical style. To have a full understanding ofLopes-Gra<;:a's ideas however, 
it is important understand how these ideas came to him and influenced his life and work. 
Throughout most of his life, especially the time of his life that coincides with the 
Portuguese Fascist Regime (1926- 1974), Lopes-Gra<;:a saw himself surrounded by 
highly politicized views on folklore, which inevitably would come from classical 
Portuguese composers. Lopes-Gra<;:a constantly criticized currents of a Portuguese 
"Nationalistic Erudite Music" that embraced an either politicized or incomplete view of 
the Portuguese Folklore. 
A politicized version of Folklore is what Lopes-Gra<;:a calls Counterfeiting 
Folklore, as seen in his 1952 article Folclore Autentico e Contrafaciio Folcl6rica 
[Authentic Folklore and Counterfeiting Folklore].86 According to Mario Vieira de 
Carvalho, Counterfeiting Folklore consisted to Lopes-Gra<;:a, of"the mass production of 
music stereotypes for theatre reviews, films, broadcast starlets, organized folk groups, 
fado singers and so on. "87 
Since the late 18th century, composers such as Jose Vianna da Mota (also known 
as a virtuoso pianist) and Alfredo Keil had looked into Portuguese folklore for inspiration 
and source material regarding Portuguese nationalism in classical music. Soon after, 
however, particularly from the arrival of the republican revolution of 1910, there were, 
according to Mario Vieira de Carvalho, several political and social conditions that would 
86Fernando Lopes-Gra<;a, "Folclore Autentico e Contrafac<;ao Folcl6rica," in A Cam;iio 
Popular Portuguesa, 4th ed. (Lisbon: Europa America, 1991), 19. Chapter written in 1952, and 
included in the first edition from 1953. 
87Carvalho, "Politics ofldentity and Counter-Hegemony," 6. 
lead to a tendency toward growth in politicized nationalistic movements. 88 
"After the proclamation of the Republic in 1910 ... the 
trend towards greater democracy movements persisted, and 
at the same time nationalist tendencies gained more and 
more influence. The laicization of the State and the huge 
educational program established by the new Republican 
power threatened century old privileges of the Church and 
clergy, while the absence of structural reforms and the 
political instability of the regime created the conditions for 
the emergence of a dictatorial principle. The context was 
favorable to the influence of the ideas of the Action 
Fran~aise and Charles Maurras, which would be embraced 
by a political bloc, the so-called Integralismo Lusitano, 
bringing together Catholics, Monarchists, and dissidents of 
the Republican parties"89 
This political inevitability described by Vieira de Carvalho (path to a 
dictatorship), would take place first in 1917 (Sid6nio Pais Coup) and later and more 
firmly in 1926, with the start ofthe fascist dictatorship (Estado Novo). 
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As mentioned, at the time Lopes-Gra9a began his musical studies in Lisbon at the 
National Conservatory ofMusic, (shortly before the military coup of 1926) two main 
currents of"Conservative Nationalistic Music" were gaining strength. One ofthem was 
clearly represented by the composer Ruy Coelho. Some of Coelho' s works such as the 
Fatima-Oratorio, the Can~oes de Saudade e de Amor (based on texts by the Nationalist 
Poet Monso Lopes Vieira) and his patriotic Camoes-Symphonies, represent a "populist 
trend within nationalism" where Catholicism, the ideology of Saudade [nostalgia] and a 
"search for a dictatorial leader" were strongly valued. 90 Another Conservative 
88Carvalho, "Politics ofldentity and Counter-Hegemony," I. 
89Ibid. 
90Ibid., 2. 
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Nationalistic Current that Lopes-Gra<;a would encounter was the Integralismo Lusitano. 
This group, led by the musical institution Renascimento Musical [Musical Renaissance] 
was dedicated mainly to the rediscovery of early Portuguese Music, with an emphasis on 
the Portuguese religious music from the Renaissance to the 18th century. The main figure 
of this current was the composer and musicologist Ivo Cruz, who also attempted to create 
nationalistic pieces based on popular sources (Noturnos da Lusitiinia). The Renascimento 
Musical was strongly connected to Catholic and monarchic political views and to an 
ideology of the "return to an ancient greatness" and virtues of the past.91 In the 
nationalistic music from both of the aforementioned currents, the core musical elements 
came from a dominant view of"what Portuguese music should be." They were often 
based on Fado or popular melodies or dances that had been recreated for theatre, radio, or 
later, cinema. 
Even with the presence of such strong musical currents, there was space within 
the Portuguese musical society experienced by Lopes-Gra<;a during his studies in Lisbon, 
for different philosophies within folklore and nationalism in music to emerge. The 
National Conservatory of Music was an important center for these different 
philosophies.92 The composer Vianna da Mota was at the time the director of the National 
Conservatory of Music, and piano professor of the Virtuosity Class which Lopes-Gra<;a 
was part of. Mota advocated a tradition of nationalistic music based on "traditional 
melodies of the peasants which were not made familiar in the civilized centers." 93 
911bid. 
92Ibid. , 3. 
93Gra9a, "No Primeiro Contenario," 116-117. 
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Other members of the teaching staff, such as the composer and musicologist 
Tomas Borba, professorofthe class of Harmony at the National Conservatory and a 
major influence in Lopes-Gra<;a' s music, would advise the students to seek genuine, 
unique and exact inspiration in the folk melody. 94 
Lopes-Gra<;a's piece Variations on a Portuguese Popular Theme Op. 1, reflects 
then a musical tendency coming from his mentors. It shows, as mentioned, a tendency, 
which will be kept throughout his life. It can then be seen as the embryonic stage of a 
later, more developed musical philosophy. 
In the years right after graduation from the National Conservatory in 1927, Lopes-
Gra<;a entered what Vieira de Carvalho calls a phase of "Break with Nationalism."95 
Lopes-Gra<;a's break with this institutionalized view on folklore lasted for about 
10 years, precisely during a period when the "Estado Novo" (dictatorship) embraced 
more and more the folklore as a form of propaganda for the regime. As cited by Vieira de 
Carvalho, Lopes-Gra<;a refers in a 1931 article to the "musical decadence set in as a 
consequence of isolationism imposed by the church and Inquisition." 96 He also criticizes 
a "lack of dynamic tradition based on the dialects between the local and the Universal."97 
His new attitude toward folklore can also be seen as a new attitude toward 
composition and national music. He develops what Pedro de Freitas Branco98 calls 
94Carvalho, "Politics ofldentity and Counter-Hegemony," 3. 
95Ibid., 3. 
96Fernando Lopes-Gra9a, "A Musica Portuguesa no Seculo XIX,", in Obras Literarias, 
(Lisbon: Caminho, 1989): 91 , quoted in Carvalho, Politics of Indentity and Counter Hegemony", 
4. 
97Carvalho, "Politics ofldentity and Counter-Hegemony, 4. 
98Important Portuguese conductor, and one the most influential musical personalities of 
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"essential nationalism"99 (in opposition to the nationalism that has a political imperative), 
a term suggesting that Lopes-Grac;a made from composition an area of experimentation in 
an attempt to shape a new language from characteristics of the popular music. 100 Also 
according to Freitas Branco, Lopes-Grac;a started considering that the creation of a 
Portuguese musical language was possible with the intervention of artists committed to 
the "collective tradition," justifying in this way the role of popular music in the creation 
f . 1 'd . 101 o natwna 1 entity. 
From this point on, Lopes-Grac;a developed a unique perspective on folklore and 
nationalistic music, incorporating them into the development of his personal musical 
language and the search for a Portuguese musical language. 
" [l]t is necessary to go to our rural populations, to the heart 
of our provinces, where the corrupting influence of fado 
and the radio voi.x de ville, has not yet arrived . .. [I]t is 
necessary to go there to have the surprise . . . a popular 
music which is strong and healthy, rude at times, or 
unrefined, but an incomparable flavor and perfume, 
frequently of a simple but penetrating poetry, rich in looks, 
varied in form, and always deeply engrained in the 
"Land"I02 
the Portuguese 20th century musical scene, ( 1896-1964) 
99Susana de Brito Barrote, Pedro de Freitas: A vida e a Obra de urn Escritor e Musico 
Nacionalista (Salamanca: Universidade de Salamanca, 2010), 768. 
100Teresa Cascudo, "A configura9ao do Modemismo Musical em Portugal Atraves da 
Ac9ao de Fernando Lopes-Gra9a," in Fernando Lop es-Gra9a, urn seculo de rnusica portuguesa, 
ed. Teresa Cascudo (Coimbra: Universidade de Coimbra, 2004), 52. 
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Lopes-Gra~a and Michel Giacommetti 
In a search for an authentic Portuguese folklore, Lopes-Graya (even though 
always affirming himself as not being a folklorist) 103 started by the mid 1940s an 
important fieldwork of research and collection of Portuguese folk music unknown within 
the main urban centers. For the next decades, he traveled throughout the Portuguese 
countryside in several different regions of the country, interacting with the locals and 
writing and recording (with magneto-phone) their vocal and instrumental musical 
traditions. 
In 1947, Lopes-Graya traveled to the region of Beira Baixa, and in 1949, with the 
composer Luis de Freitas Branco, to the town of Reguengos de Monsaraz in the Alentejo 
Region. In 1950 and 1953, he would again travel to Beira Baixa. It is interesting to note 
that only from 1953 on, he would use a recording device (magneto-phone) for collecting 
the musical material. 104 
An encounter with the French ethnomusicologist Michel Giacometti in the late 
1950s would mark the beginning a new phase ofLopes-Graya' s ethnomusicological 
work. Lopes-Graya and Giacometti formed a partnership that would last for several 
decades, and that would result in the creation of some of the most important works on 
Portuguese folklore ever assembled. In 1960, Michel Giacometti published in 
collaboration with Lopes-Graya, the first volume of the Anthology of the Portuguese 
Regional Music. They would, from 1960 to 1970, publish the other four volumes of this 
project. 
103Weffort, A Cam;ao Popular Portuguesa em Fernando Lopes Gra9a, 24. 
104Ibid., 31. 
Figure 2.1. Michel Giacometti recording a peasant song in 1975. Photograph by Leonor Lains, 
reprinted by permission of the MMP. 
The famous Portuguese political interventionist singer/songwriter Jose Mario 
Branco, emphasized in an interview from the documentary Polifonias - Paci e Saluta 
Michel Giacometti by the director Pierre Marie Goulet, the extreme importance of this 
musical cultural project. Around 1969, Jose Mario Branco was singing in a choir in the 
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Portuguese city of Porto that often performed musical works that demonstrated political 
opposition to the Estado Novo Regime such as Lopes-Gra<;a's Cantigas Revolucionarias. 
Lopes-Gra<;a himself presented the choir one day with a sample disc of popular melodies, 
collected during a journey around the Province of Tras-os-Montes (located in the 
42 
northeast region of Portugal). This sample disc was one of the volumes from the 
Anthology ofPortuguese Regional Music. As described by Mario Branco, listening to 
those songs created in everybody a sense of great emotion. Most of that music was 
completely unknown around the urban areas, and it was clear to him that having heard 
those pieces at that time changed him forever. He claims that the impact of the discovery 
of that music, from his generation on, changed the concept of Portuguese popular song 
and consequently of music education, as can be seen in the following statement. 105106 
"The sound was organized, collected and selected to tell us how the "People" 
sang, and we had never had that in Portugal, and that was a qualitative leap, decisive in 
the musical education of later generations. My generation was at that moment, definitely 
marked by that work from Giacometti and Lopes-Graya."107 
It is important to state that the folk material that Lopes-Grava used in many of his 
works did not come exclusively from his research. One example is the harmonized songs 
dedicated to the Polish singer Lucie Dewinsky (24 Cam;oes Populares Portuguesas). 
These came from a songbook of Portuguese folk songs organized by the musicologist 
Rodney Gallop and published in 1936. 
Even before the publication of Giacommeti' s songbook, Lopes-Grava had already 
become aware of the necessity of the creation of an official Portuguese songbook. He 
105 Polifonias - Paci e Sa/uta Michel Giacometti, directed by Pierre Marie Goulet. Costa 
do Castelo Fimes, 1997. 
106
"Michel Giacometti, A Heranc;:a," YouTube .. 
http://www .youtube.com/watch?v=nwcGukMkR8I&l ist=PL3cj_ N4NRmnmso Wk9j 9bS7w-
nTZUFwBF3 (accessed February 10, 2013). (Interview with J. Mario Branco can be seen by 3:05 
ofthe video). 
107Ibid. 
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refers to Rodney Gallop's work (Cantares do Povo Portugues) as the only work that, 
despite its smallness in size, came the closest to what a general popular songbook should 
be in its organization by regions. According to Lopes-Grac;a, most of the works 
developed in this field had focused on specific regions of the country, and had not always 
been compiled by experts in the field. 108 
Lopes-Grac;a' s idea of the creation of a general Portuguese popular songbook was 
not solely musicological. As a composer before anything, he clearly hoped that this work 
would inspire the work of Portuguese composers of the time. " ... Our composers could, 
from this Songbook, extract the material, the suggestions, the stylistic premises necessary 
and efficient to the creation of an erudite music which, by its language and content, 
would affirm its authentic national character ... " 109 
" . . . [S]o that they (Portuguese musicians) can see in it a 
support, a method, an inspiration, and a language that 
would allow them to create a true national music ... which, 
by its form and spirit, would translate our way of being, 
and at a cultural level, would be able to match . . . our 
highest level creations in the domain of the Literature and 
Arts."IIO 
108Fernando Lopes-Grac;a, "Introduction," in A CanfiiO Popular Portuguesa, 15-16 
109Ibid. 
110Grac;a, "Valor Estetico," 50-51. 
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Characteristics of the Portuguese Popular Song and its Application in Classical 
Composition 
"When referring to Portuguese folkloric music, we mostly refer to its vocal 
repertoire ... [l]t is the song that predominates as a means of expression of the most 
common of the musical feeling of our rural populations ... "111 
Lopes-Gra9a dedicated several of his published writings to the reflection and 
study of Portuguese folklore popular song. In his book, A Cam; flo Popular Portuguesa 
[The Portuguese popular song] (1st edition from 1953) which included at the time one of 
the most complete and diverse compilations of Portuguese popular songs, Lopes-Gra9a 
dedicates several chapters to the explanation of the characteristics of the Portuguese 
popular song, both in general and specific traits of each region of the country. This 
valuable work was the natural result of the years of research and fieldwork described 
above. 
Lopes-Gra<;a justifies the importance and specificity of the collection of songs he 
chooses for this book, taking into consideration that the songs that are most well known 
by the general Portuguese population are not necessarily the best or purest examples of 
artistry found within the nation' s folk tradition. 112 
"Why should the Portuguese love their Popular Song? First 
of all, because it is beautiful. However, it has to be 
recognized .. . [I]ts beauty, its unquestionable esthetic 
111 Fernando Lopes-Graya, "Algumas Considerayoes sabre a Musica Folcl6rica 
Portuguesa," in A Musica Portuguesa e os Seus Problemas III (Lisbon: Ediyoes Cosmos, 1973), 
201. 
112Fernando Lopes-Graya, "Algumas Caracterfsticas da Canyao Popular Portuguesa," in 
A Canr;iio Popular Portuguesa, 41h ed. (Lisbon: Editorial Caminho, 1991), 37. Text from 1953, 
included in the first edition from 1953. 
quality, are yet to be discovered, and not in the examples 
currently appreciated in the city as typical and 
representative of our folklore ... " 113 
Lopes-Gra9a notes that it is not an easy task to determine and characterize the 
several types, forms and genres that constitute the Portuguese song. Aside from the 
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complex musical diversity among the country's different regions, he considers two other 
main factors. One was the fact that an organized compilation of Portuguese popular songs 
had not yet been written, showing the need for more complete and systematic works of 
research in the field. The other reason Lopes-Gra9a presents is the tradition of variability 
in the lyrics within the Portuguese popular song. This variability makes it difficult to 
integrate the lyrics into well-determined types of musical schemes. 114 
Harmonically, Lopes-Gra9a considers two main ways of classifying the songs: 
either by dividing them into categories of monophonic and polyphonic songs or by 
dividing them according to the kinds of scales and intervals employed. If categorizing the 
songs by the second method, songs can be mainly divided into three main types: tonal, 
modal, or chromatic. A fourth type can also be considered, in which the groupings of 
notes is based primarily on tetrachords and pentachords. 115 
Regarding the first kind of classification mentioned, Lopes-Gra9a considers that 
even though the monophonic songs had been the most well known and most studied so 
far within the Portuguese folklore, a new wave of research from musicians such as 
113Gra~a, "Valor Estetico," 49. 
114Gra~a, "Algumas Caracteristicas," 38-39. 
115Gra~a, "Esbo~o de Classifica~ao," in A Can9iio Popular Portuguesa (Lisbon, Editorial 
Caminho, 1991), 44-46. Text from 1953, included in the first edition from 1953. 
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Michel Giacometti and himself, was bringing to light many examples of songs based in 
polyphony, demonstrating that polyphonic songs were not unusual within the musical 
tradition of the country. He mentions the example of many songs from northwestern 
regions of the country, such as Douro and Minho, which in addition to a natural use of 
voices singing in thirds, use Fauxbourdon technique, and contrary and oblique 
movements between the voices. He considers these songs to be of the most interest and 
importance within all ofEuropean folk music. 116 The next example from the song Tinha 
um amor e deixei-o, shows in the last four measures how these techniques are typically 
employed. 
Ti - nha urn a mor e dei xei_ o Dei xe1 o naoo que ro mais_ Mas 
(.\ 
'~ ~= f(OE/1 {!)~ ~= ; I fJ Ei~ tJ I ffi~ II 
oh ai, hi __ ri 16 le_ Ia!_ dei xei o__nao quero ro mais \;.) 
Figure 2.2. Excerpt from of the polyphonic song from the northern Portuguese region of Minho, 
Tinha urn Amore deixei-o [I had a Love and Left Him]. A Cam;ao Popular Portuguesa em 
Fernando Lopes-Grar;a: Tinha urn amor e deixei-o, p. 365. 11 7 
Regarding the second kind of classification mentioned (tonal modal, chromatic 
and tetra!pentachordal). Grac;:a also considers the less well-known modal and chromatic 
songs as the ones of greatest musical interest. The tonal songs, based on classic major and 
minor keys, were the songs, which were serving at the time as the standard of Portuguese 
116Gra<;:a, "Esbo<;:o de Classifica<;:ao," 45. 
117Gon<;:alo Sampaio, Cancioneiro Minhoto (Porto: Livraria Educa<;:ao Nacional, 1944), 
quoted in Weffort, A Canr;ao Popular Portuguesa em Fernando Lopes Grar;a, 365 . 
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folk music. These, however, were not considered by Lopes-Gra<ya to be the most beautiful 
or interesting due to their "melodic banality or predictable cadences." He also refers the 
problem of the use of the dominant seventh chord in the harmonization of these songs, as 
an enslaving musical element that can de-characterize the musical meaning of the original 
song. "The traditional major and minor modes did not always live in the shadow of the 
dominant seventh chord, they can even be 'unknown to it or pre-date it, and they are 
capable of structuring beautiful and expressive melodies .. .''118 
The modal songs include according to Lopes-Gra<ya, some of the most "precious" 
examples of the Portuguese folklore. The ethnomusicological research that was being 
done at that time was bringing to light a lot of new musical material with these modal 
characteristics, which was widening, according to Lopes-Gra<ya, the general knowledge of 
the harmonic characteristics of Portuguese popular song. According to Lopes-Gra<ya, the 
Mixolydian, Aeolian and Phrygian modes are the modes most typically seen in these 
traditional songs. 119 
The chromatic songs are typically found in the regions of Beiras (particularly of 
Be ira Baixa, in the center-east of the country), and are based on specific modes that 
cannot be associated to the traditional liturgical modes due to frequent use of diminished 
and augmented seconds. Gra<ya mentions the "exotic" character of these modes and refers 
to them as "real precious pieces of folklore" due to their rarity and to the fact that they are 
probably some of the oldest examples of Portuguese Folk Music to be found. He also 
118Ibid. 
11 9Ibid. , 46. 
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mentions the possibility of classifying these modes as "exotic modes" 120 
In the example below of a song from the region of Beira Alta, one can see how a 
natural chromaticism of the song creates an effect of ambiguity in the harmonic feel of 
the listener. It can, depending on the moment, be heard as A minor, A major (seen in the 
shift between C-natural and C#) and what could be heard as a mode closely related toE 
Mixolydian. 121The feel forE Mixolydian can be detected in the ending of the phrases. In 
these instances, the note E can be heard as a Dominant of A minor, but also as the ending 
note of the mentioned mode. 
l1. I lz. 
nl n lJ I JJ u I t r U I,J Jj) 7 n =II,J Jj) F II= r r I 
A go rae quee Ia vai bo a, Rou ba ram meo meu ra paz__ A go paz__ Ti nha tres 
_ fi quei com qua_ tro_ 6 i 6 ai, 0 lhaa ful ta que me faz, __ _ Ti faz! __ _ 
Figure 2.3. Excerpt from the song of the region of Be ira Alta, Agora e que ela vai boa. A Canc;ao 
Popular Portuguesa em Fernando Lopes-Grac;a: Agorae que ela vai boa, p. 289. 122 
In next example, also from a song from the regions of Beiras, the natural 
chromaticism within the melody can make the listener hear the melody in both A 
Mixolydian, D major and D minor (with F# becoming F natural in the last measure of the 
excerpt). A Tonic/Dominant relationship between the mode and the keys mentioned can 
120Grac;a, "Esbo9o de Classificac;ao,", 46-48. 
121 E Mixolydian would contain C# in its scale, a note which in this song only appears 
briefly. 
122Grac;a, A Canr;ao Popular Portuguesa, 113. 
also be detected. 
6 meu Sao Jo- ao Bap-tis - ta, 6 meu Sao Jo - ao Bap-tis - ta 6 meu ri-co dia - a-man- te 
Figure 2.4. Excerpt from the song of the region of Be ira Baixa, 6 meu sao Joao Baptista. A 
Cam;ao Popular Portuguesa em Fernando Lopes-Gra9a: 6 meu Sao Joao Baptista, p. 362. 123 
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In the next example, also from the regions of Beiras in a basic key of B minor, the 
natural chromaticism within the melody, creats at some points an interesting mix of 
modal with tonal languages. This can be perceived for example by the sequence of notes 
A#-B-C on mm 4-5. In here A clear sense of modal center in the note B is felt with the C 
natural shaping a feeling ofB Phrygian. At the same time the A#, typical from the 
harmonic minor scale, helps to shape the feeling of this "exotic" mode. It is also worth 
mentioning in this excerpt, the fact that the ending of the phrase shifts the modal center to 
an F Phrygian mode. During this shift to F Phrygian A# switches to A-natural, creating in 
that precise moment a simultaneous modal feel around B. Also in this excerpt, a 
Tonic/Dominant relationship can be felt, in this case between B minor and F# Phrygian. 
,#111 a I u JJ ld I Jl"& I Cf t! I pJ I YJIJ!Ef IF ~ I Ei'11ii9l 
N~o cho- ro por me dei- xares_ N~o cho- ro por me dei- xares_ Que o jar-dim mais fto __ res 
'## j II 
tern 
Figure 2.5. Excerpt from the song of the regions ofBeiras Nao choro por me deixares. [I do not 
cry for you leaving me]. A Can<;ao Popular Portuguesa em Fernando Lopes-Gra<;a: Nao choro 
por me deixares, p. 223. 124 
l23Rodney Gallop, Cantares do Povo (Lisbon: Instituto para a Alta Cultura, 193 7), 
quoted in Weffort, A Can<;ao Popular Portuguesa em Fernando Lopes-Gra<;a, 362. 
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According to Lopes-Gra9a, the songs based on groupings of tetrachords or 
pentachords are considered by ethnomusicologists to be primitive musical examples, 
showing more rudimentary stages of cultural development. These songs are often 
considered to be simply repetitive rhythmic chant with a characteristic repeating melodic 
fragment. Interesting examples of this type of song which Gra9a refers to can be found in 
pilgrimage songs and work songs of northern and northeastern regions of Portuga1. 125 
The following example shows the song Lavra boi lavra [Farm cow, farm], a work 
song of repetitive character from the northern region of Minho in Portugal. The song is 
based on what can be considered to be a pentachord based on a A-Bb-C-D-E collection. 
3 3 3 
La-vra, boi Ia - vra___ na cha da Por - te - !a, re-pi-ca-re - pi - ca __ 
3 
Na va -caa-ma - re - Ia Ei, boi a Ia vrar! Ei boi! 
Figure 2.6. Excerpt from the song Lavra boi lavra of the northwestern region of Minho. A 
Can<;ao Popular Portuguesa, p. 87. 126 
II 
Regarding the treatment and use of the Portuguese popular song in composition, it 
is worth mentioning again Lopes-Gra9a's 1942 essay Sabre a Canr;iio Popular 
Portuguesa eo Seu Tratamento Erudito [About the Portuguese Popular Song and its 
124Francisco de Lacerda, Cancioneiro Musical Portugues (Lisbon: J.E.N., 1935), quoted 
in Weffort 2006, A Cam;iio Popular Portuguesa em Fernando Lopes-Grar;a, 223. 
125Gra<;a, A Canr;iio Popular Portuguesa, 47. 
126lbid., 87. 
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Erudite Approach]. Here, Lopes-Grac;a talks of his realization during the process of 
composition, ("as a composer and not a folklorist") that the Portuguese popular song was 
far richer than he had previously thought, and than was traditionally taught. He concludes 
that the "artistic treatment of the Portuguese popular song is perfectly compatible with all 
the resources ... ofthe modern technical and musical grammar." He also concludes that 
applying these modern resources and musical developments will help to explore the full 
. I f h 127 potentia o t e song. 
Explaining the application of these modern resources in the treatment of the 
Portuguese song, Grac;a describes in this essay, some specific methods. 
Regarding the tonal songs, which constitute a considerable percentage of the 
whole popular song repertoire, Lopes-Grac;a refers to the fact that these had long been 
considered by composers as artistically uninteresting due to the mentioned strong musical 
center around the tonic/dominant relationship which prevented an artistically superior 
treatment. He believes however, that these songs can be better explored without 
"enslaving" them to a tonic/dominant harmonic base. Being these songs very simple and 
of unquestionable beauty, "why not take advantage of them?" In his own words: 
"Are they, vocally, of short tonal range? Well then, lets 
enlarge, vary, and color instrumentally its rudimentary 
tonal core. The modern harmony offers us many resources 
to do so. And what's wrong about that? What' s wrong 
about applying chords formed by fifths or fourths, or doing 
an imitation in a (distant) key, or in applying a non-chord 
internal pedal note, or "adorning" the perfect chords of 
three or four appoggiaturas ... " 128 
127 Gra<;;a, "Sobre a Can<;;ao Popular Portuguesa," 127. 
128Ibid. 
Tough related to a specific mention of possible harmonizations of tonal songs, 
this quote by Lopes-Grac;;a was intended to show a more general approach. As show in 
the next example on figure 2.7, of a choral harmonization of the song Niio se me da que 
vindimem of the region of Beira Baixa, this approach can be verified not only in tonal 
songs. This song is an example of the above-mentioned chromatic songs. In a clear 
example of Lopes Grac;;a's harmonization based on intervals of fifths and seconds, it is 
also noticeable in this excerpt, how the natural chromaticism of this melody creates a 
sense of a constant shifting between F major and F minor, as a key base as well as a 
possible C Phrygian, creating in the listener a sense oftonaVmodal ambiguity. 
Tempo de Marcha 
Figure 2. 7. Lopes-Gra9a: choral harmonization of the song A Vindima, mm 1-8. 
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Regarding the modal songs, Lopes-Grac;;a mentions in this same essay, that they 
had only recently been given attention. According to him, many folklorists had 
committed the mistake of giving them less importance due to their use of "old tonalities" 
with primitive or even "barbaric" character. According to Grac;;a, a major mistake made 
with these songs was also to try to treat them in a classically tonal way (major or minor), 
greatly reducing their natural character, "expressive richness, and harmonic 
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possibilities."129 While recognizing the respect that the modal songs were starting to earn 
among composers due to their old origins and purity, Gra<;a expresses his concern that 
many composers were treating these songs as archaic simple songs deserving a more 
conservative treatment. A clear example of this treatment is, according to Gra<;a, the 
application of a harmony which, pretending to be modal, ends up becoming a sort of 
"hidden" major/minor. Lopes-Gra<;a believes that the best approach is rather to follow the 
example of composers such as Debussy, Falla or Vaughan Williams, who use modalism 
fh . . 130 as a process o armomc renovatiOn. 
Lopes-Gra<;a opposed the position that a more complex and modem treatment of 
Popular songs could destroy their simplicity or "naive" character. As he says, the goal 
should be to "discover their artistic virtues and, in the special case of the Portuguese 
music, to discover and study their morphological and psychological characteristics as 
possible transmitters of an autonomous and individualized musical language which we do 
not possess." 131 
Lopes-Gra<;a also believed that harmonizations that go somewhat outside of the 
traditional classical path do not necessarily have to sound complicated or "transcendent". 
He cites the example of a bi-tonal harmonization of a diatonic song, which can, in the 
end, be as simple as the diatonic character of the song. 132 
The next example on figure 2.8, shows a bi-tonal harmonization of the song 
Senhora da Encarnar;ao. The example was taken for the cello version of this 
129Graya, "Sobre a Canyao Popular Portuguesa," 127-128. 
130Ibid. 
131Ibid 128-129 
132Ibid: 128. 
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harmonization, seen in the work for cello and piano Tres Canr;oes Populares 
Portuguesas. The original lyrics of the song are included in this excerpt, as a natural 
comparison to the original song base. This excerpt shows a polytonal harmony of G 
major/C major in the first section, and G major/F major in the second . 
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Figure 2.8. Lopes-Gra9a: excerpts taken from the movement Senhora da Encarna9iio from Tres 
Can9oes Populares Portuguesas for cello and piano. 
Also regarding Lopes-Gra<;a's treatment of the Portuguese Popular Song, it is 
worth quoting the musicologist Macario Santiago Kastner, who in an article for the 
magazine Seara Nova in 1942, makes general comments on Lopes-Gra<;a's music, 
mentioning an exaggeration of his characteristic chunks of seconds in the harmony. He 
also refers to, however, the quality ofLopes-Gra<;a's work, and states his belief that the 
music ofLopes-Gra<;a would be extremely appreciated in the future. He goes on to say 
that Lopes-Gra<;a's work had created a foundation for the discovery of a Portuguese 
. f d u . 1 . 133 mus1c o autonomous an mversa meanmg. 
133Maca.rio Santiago Castner, Seara Nova, March 7, 1942, quoted in Weffort, A Can9iio 
Popular Portuguesa em Fernando Lopes-Gra9a, 34. 
PHASES, INFLUENCES AND COMPOSITIONAL CHARACTERISTICS IN 
FERNANDO LOPES-GRAc;A 
55 
Essential to the main conclusions of this Doctoral project, is a deeper 
understanding of the general views on Lopes-Grac;a' s musical phases and compositional 
characteristics. This will help to contextualize the analysis chapter and give a better 
understanding of some of the questions that will be discussed in the conclusion, related in 
part, precisely to the understanding ofLopes-Grac;a' s musical phases and the main 
characteristics ofhis compositional style. 
This chapter will be based on descriptions of the opinions of several different 
researchers of Lopes-Grac;a' s music, as well as valuable data from Lopes-Grac;a himself. 
Most of the chapter will be descriptive in nature, including some discussions. These 
descriptions will help to form a clearer idea of the complexity of points of view that still 
exist regarding the composer' s compositional style and compositional phases. This 
organization of the chapter will better facilitate an awareness of the complexity of 
opinions regarding the topics being discussed, essential to the understanding of the 
conclusions to be formed both in this chapter and in the whole project in general. 
Composer Jorge Peixinho (1940-1995), known for his research on Lopes-Grac;a, 
left us with extremely valuable documentation regarding Lopes-Grac;a' s music and 
compositional style, from which some of the orientation of the research and analytical 
work of this document was derived. 
The musical examples shown in this chapter are mainly taken from Lopes-Grac;a' s 
works for cello. 
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Phases and Influences 
Despite the fact that a conventional division of Lopes-Grava' s compositional 
work into three phases seems to be generally accepted, opinions regarding his evolution 
in style and influences can diverge considerably. While some for example, consider 
Lopes-Grava to be a composer whose last compositional phase shows a quite radical 
change in style (into a style closer to the second Viennese School), others refer to this last 
stage as a simple result of a gradual evolution in style of the composer. A better 
understanding of this complexity of opinions is essential for discussions in later chapters 
of musical analysis, helping to define analytically, certain aspects ofthe composer's 
artistic views and choices. 
According to the musicologist Nancy Lee Harper, one can consider in Grava's 
compositions, a first phase until around 1936, a second from 1937 to 1960 and a third one 
from 1961 to 1994. In the first phase, Lopes-Grava composes in an "objective style" with 
influences from composers such as Stravinsky, Schoenberg and Bartok, while using 
Portuguese elements such as prosody and even some folk songs. The second phase is 
based on a very direct application of Portuguese folk music and the third phase involves 
composition in a more "universal style", with a wider use of"tonal-rhythmic-structural 
tendencies". 134 As examples of pieces matching this phase division, Harper mentions the 
variations on a Portuguese Popular Song for piano (1927) regarding his first phase, his 
Piano Sonata no 2 and Piano Quartet regarding his second Phase, and the Concerto Col 
134A concept of"Universal style" is mentioned frequently by Lopes-Gra~a, referring 
particularly to the influence of the second Viennese school. 
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Violoncello Obbligato regarding his third phase. 135 
Mario Vieira de Carvalho reinforces this point of view regarding Lopes-Grac;a's 
compositional phases in his book, 0 Essential Sabre Fernando Lopes-Grac;a [The 
essential on Fernando Lopes-Grac;a]. Not writing directly about phases of composition, 
Carvalho refers to specific influences in specific times ofLopes-Grac;a' s musical work, 
referring to important examples in his repertoire. Mentioning his education at the 
Conservat6rio Nacional de Lisboa (starting in 1923), Vieira de Carvalho talks about 
Lopes-Grac;a' s relationship with his "master," Tomas Borba at this institution, and how 
influential he was in giving him the foundations for a "tonal thought and functional 
harmony" within a context of the modern music of the time. 136 Through the strong 
influence of Tomas Borba, and later of Charles Koechlin, with whom he studies in Paris 
around 194 7, Lopes-Grac;a was put in close contact with the music of Debussy, which 
Vieira de Carvalho cites as his main compositional influence. Falla is also referred here 
as an important influence on Lopes-Grac;a in his search for "Iberianism" within music. 
One can consider that, whereas in Falla this Iberianism can be seen mostly in his use of 
the folkloric elements of the region of Andalusia in Spain, in Lopes-Grac;a it can be seen 
through the use of the Portuguese folklore. 137 
According to Vieira de Carvalho, this Iberianism in music was also a typical 
element in the music of composers such as Debussy or Ravel, important composers 
within Lopes-Grac;a's realm of influence, and who used this Iberianism as an element in 
135Harper, "Fernando Lopes-Grac;:a" 
136Carvalho, 0 Essencial Sabre Fernando Lopes-Grw;a, 25-26 
137Ibid. , 27-28 
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the search for colors and a feeling of exoticism in their music. Carvalho mentions as well 
the presence ofthis Iberianism as being motivated directly by the use of Portuguese 
literature. He states that this Iberianism was present throughout Lopes-Gra<;a' s career, 
mentioning the example of works such as Varia9oes sabre um Tema Popular Portugues 
(1927), Nove dan9as breves (1938), the central movement of Sinfonia (1944), and the 
choral works and songs with piano based on Portuguese folkloric material. 138 Still 
according to Vieira de Carvalho, the influence of Bartok' s work was not so much in the 
form of immediate compositional ideas, but more in research methods and the application 
of traditional music in his work. He refers to Stravinsky, however, as "the strict source of 
information regarding the perfecting of compositional technique." Carvalho also refers to 
Debussy as an example for the young Lopes-Gra<;a, in terms of his use of independent 
groups of notes, rather than working from the previously classified hierarchy of 
chords. " 139 
Also very important in Vieira de Carvalho 's view, is the influence of the second 
Viennese school in Lopes-Gra<;a' s music. According to him, this influence appears in 
some works ofhis earlier period such as 0 Menino da Sua Mae (a song from 1936 based 
on a text from the Portuguese writer Fernando Pessoa), in which an effect identical to 
sprech-gesang is used. After this early phase, which easily could be described as a phase 
of learning, searching and experimentation, Lopes-Gra<;a, lost interest in the music of the 
second Viennese school and directed his musical attention towards music directly 
influenced by ethno-musicological sources (1940s and 50s). After 1960, however, a new 
138Carvalho, 0 essencial sabre Fernando Lop es-Grac;a, 28. 
139Ibid. , 29 . 
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closeness to the second Viennese school developed. In Carvalho's words, a "closeness to 
a dramatic expressionism of a more or less atonal language." As examples of this phase, 
he refers to Canto de Amore Morte (1961) Concerto da Camara col Violoncello 
obbligato ( 1965) and Catorze anota9oes ( 1966). This change of esthetics in Lopes-Graya 
may have happened, according to Carvalho, due to a feeling of musical "exhaustion" of 
the use of folk material, having Lopes-Graya turned to a more introspective 
. . 1 1 140 composttlona sty e. 
This point of view regarding the existence of a third compositional phase where 
compositional sources from folkloric elements become of secondary importance, seems 
to be shared by the musicologist Teresa Cascudo. In her essay, A conjigura9ao do 
Modernismo Musical em Portugal atraves da Ac9ao de Fernando Lopes-Gra9a, she 
mentions some apparently contradictory opinions from Lopes-Graya himself, regarding 
the music derived from the second school of Vienna. According to Cascudo, Lopes-Graya 
strongly criticized the intellectualism and "musical inhumanity" of dodecaphony and 
music derived from it (such as Boulez integral serialism), openly defending a style based 
on popular sources. 141 Also in 1958, he openly criticizes H.H. Stuckens' book 
Schoenberg, due to its "psycho-metaphysical fanfare ."142 On the other hand, Graya during 
these years starts to adopt a more tolerant position regarding the school of composition 
just mentioned. According to Cascudo, this change was also reflected in his works from 
140Ibid, 30-32. 
14 1Cascudo, "A Configuras;ao Do Modernismo Musical em Portugal," 66-67. Information 
taken from "Conversa com Fernando Lopes-Gras;a 1952", relative to an interview given to Lopes-
Gras;a in Brasil to Jornal de Letras do Rio de Janeiro 
142Ibid. 
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after the late 1950s. 143 Despite the fact that to her, these are connected to the works of 
early modernist composers (Debussy or Bartok), they can be, as demonstrated by the 
composer Jorge Peixinho, analyzed through techniques used by the avant-garde currents 
of the time where there is a "complete integration of all the elements of each piece, 
"destroying" the concepts of verticality and horizontality". 144 
The composer Jorge Peixinho (1940-1995), is today one ofthe most important 
references regarding the study ofLopes-Grac;a's compositional style, due to his analytical 
work of some ofLopes-Grac;a's most important pieces. These include works such as 
Variar;oes sabre um tema popular Portugues, 5 noturnos and most importantly, Canto de 
Amore Marte. Through his essay Canto de Amore e de Marte: Introduction and Essay in 
Morphological Interpretation from 1966, Peixinho helped to shape the general views on 
Lopes-Grac;a's musical style. 
Another important document from Peixinho regarding Lopes-Grac;a' s music and 
which will be developed throughout this chapter, is a chapter of the book Uma 
Homenagem a Fernando Lopes-Grar;a (from 1995), with the title Lopes-Grar;a: Uma 
Nova Luz Sabre uma Figura impar da Cultura Portuguesa. Has mentioned previously, 
this chapter results from a transcription of a lecture given by Peixinho on the muusic of 
Lopes-Grac;a in 1993. Here, Peixinho summarizes what for him are some of the most 
important musical and compositional characteristics in Lopes-Grac;a. 
Regarding a concept of musical phases in Lopes-Grac;a, Peixinho seems to defend 
the idea of a constant evolution within Lopes-Grac;a's esthetics and musical style, instead 
143Ibid. , 69-70. 
144Ibid., 70. (Regarding Jorge Peixinho's analyzes' ofLopes-Graya's works) 
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ofwell-defmed periods within Lopes-Grac;:a' s musical style. Related to his analysis of 
Variafi5es sabre urn tema Popular portugues (1927), Peixinho compares metaphorically 
this piece to the "stream of a river". Being Lopes-Grac;:a's compositional maturity the 
river itself, Peixinho considers this maturity to have formed "its current by widening little 
by little through numerous tributaries."145 
Lopes-Grac;:a seems to always have been quite critical towards a division of his 
work in terms of phases, as well as typical explanations for his general esthetics. This fact 
is seen in a 1974 interview given to Mario Vieira de Carvalho. These are the words of 
Lopes-Grac;:a regarding a question by Mario Vieira de Carvalho on his work in terms of 
possible musical phases and a third compositional phase starting in the early 1960s, 
where an influence from the Second Viennese School seems to take place. 
"The concept of phases in the works of an artist became a 
little suspicious, and I ... have the tendency to believe that it 
does not give the realization of the completion of the work 
and its intimate life, having the tendency to select it, 
compartmentalize it, without having in count what usually 
she reveals as a continuous process ... In what is related to 
myself, let me allow myself to hypothesize that in my work 
it can be seen maybe, not a succeeding of phases, but a 
process of progressive maturing (which is a also the care 
for correcting my flaws and mistakes) of patterns which in 
it have in some way always alternate or combine ... [F]or 
example in the works of the 1960s to which you referred 
(Canto de Amore Marte, Quarteto de Arcos, Concerto da 
Camera col Violoncello obbligato and the Catorze 
Anotafi5es) it seems to me that they are an evolutionary 
consequence of technical premises and esthetics of some of 
my works from the late 1920s, early 1930s (Poemeto para 
145Jorge Peixinho, "Lopes-Grac;:a: Uma Nova Luz Sabre uma Figura impar da Cultura 
Portuguesa" in Uma Hom enagem a Fernando Lopes-Grar,:a, ed. Camara Municipal de 
Matosinhos (Matosinhos: Edic;:oes Afrontamento, 1995), 7. 
orquestra de arcos or Segunda Sonatina para violino e 
piano) . .. This is the "constant" which could be called 
"Dramatic Expressionism" of a more or less atonal 
language. On the other hand, the folklorizing constant, or 
nationalism, comes from compositions from that period 
(V aria9oes sobre urn tema popular Portugues for piano and 
Tres can9oes ao gosto popular sobre poesias de Antonio 
Botto) ... and it has progress until now (lo Concerto de 
piano, Suite Rustica no 2 for string quartet, lnflorescencias 
for cello solo). The "constant" of what has been classified 
.. . as Iberian Lyricism becomes noticeable in the beginning 
ofthe 1940's."146 
Compositional characteristics 
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Defining compositional characteristics in the music of Lopes-Gra9a shows to be 
particularly challenging. Besides the fact that not much scholarship regarding deep 
analytical work is available, Lopes-Gra9a did not leave us with too many clues regarding 
his music style and techniques. He left us however, with some important ones, already 
mentioned in the previous chapter. As mentioned there, he shows a clear interest in the 
modal structure of many Portuguese popular songs, in his esthetical attempt of creating a 
specific style of Portuguese classical music. He points out for example, the possibility of 
harmonizing these folk songs through the use of polytonal chords or chords formed by 
fourths or fifths. He also mentions the introduction of what he calls internal "strange" 
pedal notes or several simultaneous appoggiaturas.147 Lopes-Gra9a's preference was in 
the folklore derived from modality, with a particular preference to what he calls "exotic 
modes" (base to the chromatic songs), which served as a base for many of the melodies 
of the Portuguese regions of Beiras (particularly Beira Baixa). An interesting aspect 
146Mario Vieira de Carvalho, "0 Compositor Face a Sua Obra," in 0 Essencial sabre 
Fernando Lopes Grar;a, (Lisbon: INCM, 1989), 36-37. 
147 Gra<;:a, "Sobre a Can<;:ao Popular Portuguesa", 127. 
63 
about these modes, is the fact that they are freer (especially in their harmonic character) 
than ones from other regions, with a use of natural chromaticism giving many times the 
impression of modulations within the melody it self. Examples of these can be seen in the 
previous chapter on Images 2.3, 2.4 and 2.5. These characteristics from these songs, 
created an inevitable influence in certain musical choices of the composer. In a melody 
which chromatically switches from a major tonal feeling to a minor tonal feeling (such as 
the song from figure 2. 7) it is common to see in Lopes-Graya a choice of harmony based 
on simultaneous major/minor chords based on the same note. This topic will be 
developed throughout this project. 
Another Harmonic characteristic in Lopes-Graya' s music, and probably derived 
from his inspiration on either pure modal or chromatic songs, is the simultaneous use of 
certain modes that share similar intervallic characteristics, many times creating an effect 
similar to what would be in tonal terms a tonic/dominant relationship. A common 
example of this fact is for example the simultaneous use of the Aeolian mode together 
with the Phrygian mode. Aeolian in D for example, has the same notes as Phrygian in A. 
A modal relationship of simultaneous centers, and within a distance of perfect fifth can 
be created. These feeling of"modal ambiguity," can be seen in some ofthe songs 
mentioned in last chapter (figures 2.3, 2.4 and 2.5). Another example of these 
characteristics just mentioned, can be seen in the song 6, 6, Menino 6, which Lopes-
Graya harmonized in a quite simple way for both a version for voice and piano and a 
version for cello and piano. In the examples 3.1 and 3.2 (taken from the cello version of 
this harmonization), we can see how the two main motives of the piece are connected to 
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the base scales shown. Modal in this structure, this song is based in both C Dorian and F 
Dorian modes. The first part of the melody is based on C Dorian, and the second part, 
with a simple chromatic alteration in the melody (A to Ab) is based on F Dorian. The two 
melodic motives shown of figure 3.2, are the two main motives of the song, respectively 
belonging to the sections mentioned. The two parts of this melody are equivalent in this 
piece, to two main sections. Harmonically, the relationship between these sections shows 
what in tonal terms would be a Tonic/Subdominant relationship. Specific aspects 
regarding Lopes Grar;a's harmonization of this song will be mentioned in the next 
chapter, while discussing the mentioned version for cello and piano. 
Figure 3.1. C Dorian scale and F Dorian scale showing very similar note collections. 
Figure 3.2. Main melodic motives of the song 6, 6, menino 6 . 
These aspects regarding Lopes-Grar;a's use of modes is one ofthe bases of 
Peixinho' s lecture earlier mentioned in this chapter. While mentioning general 
characteristics of works from different periods of Grar;a, the use of modes is a point that 
II 
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seems to be a constant. Peixinho mentions a musical development in Grac;a many times 
based on the exploration and conjunct use of diatonicism, chromaticism, and tonality 148• 
One ofPeixinho' s most important expressions regarding Grac;a' s music is 
precisely of mentioning it as a "dialectic between diatonicism and chromaticism." 149 This 
expression refers most likely to the fact that is possible to deduce in Lopes-Grac;a, a 
chromaticism that can be derived precisely from a mix of both diatonicism and 
chromaticism. This view from Peixinho, can be understood in my opinion, by imagining 
a basic mode of Dorian in G which can be chromatically expanded by mixing it with G 
melodic minor. In that case, the notes For even G, could vary to F# or G#, creating what 
can be called as a feeling of tonal/modal ambiguity. By putting these notes together, one 
can create some of the most common motives seen in Lopes-Grac;a already from within 
his second compositional period and which come precisely from a chromatic (012) 
collection. This collection appears usually in a way were a tonal/modal pitch center can 
be felt. This topic regarding the creation of small motives or collections of notes (like the 
one mentioned) will be expanded further later in this chapter. 
Regarding the mentioned feel of tonal/modal ambiguity, it is important to mention 
that it can be detected as well, already in the chromatic songs. These many times use a 
natural sense of chromaticism leading the listener to a sense of switch (within the 
melody) from modal to tonal. Examples of these can be seen in the previous chapter on 
figures 2.4 and 2.5. 
148Peixinho, "Lopes-Gra~a: Uma Nova Luz," 9-15. 
149Ibid., 13 (in reference to the work Canto de Amor e Morte). 
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From this realization, it is possible to deduce that some general characteristics in 
Lopes-Grar;a's use of harmony such as tonaVmodal ambiguity, major minor ambiguity or 
a mix of both, can be at lest partly a result from the inspiration and influence of his 
preferred songs and modes (more specifically, the chromatic songs and their "exotic" 
modes base). 
In the work Pagina Esquecida from 1955, these characteristics mentioned can be 
found, both at the level of melodic and harmonic organization and structural organization. 
This piece is organized on what could be considered as a simultaneous C Phrygian and F 
Dorian modes. The next examples show the scales mentioned, as well as two small 
excerpts of the beginning of this piece where is it possible to see a harmony based on a 
polytonaVmodal F major/minor chord and melodic motives centered either on Cor on F. 
In the first motive a clear center on C (chromatic) can be heard. In the second however, 
the listener can feel both C and F as tonaVmodal centers. 
Figure 3.3. C Phrygian Scale and F Dorian Scale showing the same note collection. 
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Figure 3.4. Lopes-Grac;:a: Pagina Esquecida, mm 3-4. Harmonization with polytonal F 
major/minor chords and melodic motive centered on C. 
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Figure 3.5. Lopes-Grac;:a: Pagina Esquecida, mm 5-6. Harmonization with polytonal F 
major/minor chords and melodic motive with a possible center around F as well as around C. 
In the same lecture, Peixinho uses references from some ofLopes-Gra«;a's main 
works as part of the concept of a continuous evolution of his style. Even though Peixinho 
does not mention here a division ofLopes-Grac;:a's music into three periods (the 
conventional view), he clearly divides some of the characteristics that he mentions in 
terms oflevels of maturity as a means to clarify the major point of the essay, which is to 
demonstrate Lopes-Grac;:a's musical style through a gradual development of techniques 
and esthetics which were present from the early stages of his career. Peixinho chooses to 
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mainly show the results of analysis ofthree of the most important works by Lopes-Grac;a. 
Each of these works belongs to a different period within the conventional phases 
mentioned. The first of these pieces is the Variar;oes sabre um Tema Popular Portugues 
for solo piano (Written in 1927 right at the end ofhis time as a student), the second the 5 
Nocturnos for solo piano and the third, Canto de Amore Marte for piano quintet. 
Regarding the first work (a work ofLopes-Grac;a's youth), Peixinho talks about 
certain aspects ofLopes-Grac;a's compositional techniques and "constant" characteristics 
throughout his compositional career. In this piece, Peixinho draws attention, for example, 
to processes of chord parallelism, as seen in the music of Debussy and Ravel. Another 
interesting aspect in this piece is what he calls an accurate technique of intervallic 
relationships.150 
In the next example, from the version for cello and piano ofLopes-Grac;a's 
harmonization of the song Senhora do Almortiio (from Tres Canr;oes Populares 
Portuguesas ), aspects of clear chordal parallelism can be found through the excerpt. The 
original melody can be detected in the upper voice of right hand of the piano. 
Nervoso J = 1 00 
Figure 3.6. Lopes-Grar;:a: Tres Can(:oes Populares Portuguesas- Senhora do Almortiio, mm 1-4. 
Chordal Parallelism. 
150Peixinho, "Lopes-Grar;:a: Uma Nova Luz,", 8. 
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Very important to note, is that, according to Peixinho, we see already in 
the work from the first phase a language based on a "tonal-modal grammar, expanding ... 
the classical tonal universe, in which old harmonic functions remain as a syntactic 
element and rhetoric vehicle, tempered and 'refreshed' by modal mechanisms, opening a 
sound space thorough the variable use of a free chromaticism." 151 In the next example 
taken from the cello part of the movement Senhora da Encarnat;iio from Tres Cant;oes 
Populares Portuguesas, one can see how Lopes-Grac;a transforms a melodic motive of 
clear harmonic center heard at the beginning of the piece, into a derived chromatic 
accompanimental motive heard later in the piece. 
Figure 3.7. Lopes-Graya: Tres Canyoes Populares Portuguesas- Senhora da Encamayao, mm 2-3 
and mm 41. Modal melodic motive developed into a chromatic accompanimental motive. 
When discussing Lopes-Grac;a's work, 5 Noturnos (composed from 1957 to 
1959), Peixinho highlights the strong organic elements in Lopes-Grac;a's style. More 
specifically, he refers in this piece to the "complex technique of inter-relationships 
between melodic elements through multiple transformation processes" such as expansion, 
contraction, transposition, and, most importantly, a "balance between chromatic and 
diatonic structures." 152 
15 1lbid., 8. 
152Ibid. , 12. 
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An instrumental stylistic element that Peixinho refers to in these pieces, and 
which is typical of Lopes-Grac;:a, is the use of octave transpositions with rhythmic 
diminution as an element of musical development and propulsion of the musical 
discourse. 
In the following example from the work for cello solo Tres Injlorescencias, one 
can see in the two measures just before Tempo I, how Lopes-Grac;:a uses this process to 
launch the Tempo I when transitioning from the Meno Mosso subsection. 
+ + 
" ~+ - - ,____ ' 
Figure 3.8. Lopes-Gra<;:a: Tres Injlorescencias, mm 33-43. Development through rhythmic 
diminution and octave transposition of motives. 
The last piece mentioned in this essay, which Peixinho considers to be Lopes-
Grac;:a's most prestigious and celebrated piece, is the work Canto de Amore Marte for 
piano quintet, written in 1961. Peixinho chooses this piece as an example of the 
culmination ofLopes-Grac;:a's compositional development. The economy ofthe basic 
musical material through the use of small musical elements which Peixinho calls cells, 
seems to be the main idea Peixinho draws attention to in this piece. He also notes that in 
this piece, although not possible to describe tonal functions, "virtual centers" of what he 
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calls "tonal polarizations" can be detected. 153 
In the next example (figure 3.9), an excerpt from the original piano version of the 
piece Canto de Amore Morte, it is possible to see for example how the collection ("cell") 
(012) is a constant in natural melodic development within the excerpt. It is also possible 
to detect the "virtual centers" mentioned by Peixinho. In the first measure of this excerpt, 
despite the impossibility to detect any tonal function due to high level of chromaticism 
and counterpoint, a center on C# can be felt. This can be felt both through a feeling of 
pedal note in that note, and in the melodic gesture within the collection B-C-C#, which 
seems somehow to show a direction towards the note C#. 
Figure 3.9. Lopes-Graya: Canto de Amore Marte (excerpt from the original piano version). 
"Cell" based composition and "virtual centers". 
t53Ibid. , 13. 
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Mostly regarding a last phase in Lopes-Gras:a' s compositional style, Peixinho 
does not seem to explore fully in his analysis however, the origins of these cells that he 
mentions. While recognizing evidence of a modal/tonal line of thought up until this phase 
of composition, Peixinho' s analytical approach (particularly seen in his essay Canto de 
Amore de Marte: Introduction and Essay in Morphological Interpretation-from 1966), 
shows a preference in considering these cells as been integrated into what he calls a 
"coherent and unifying systematic process of intervallic organization." 154 He does not, 
therefore, choose to see these "cells" or collections, as simple fragments of broader 
musical material, such as melodies or intervallic relationships within the modes used, or 
within a mix of a modal and tonal language. It is possible to think, however, that since 
one ofLopes-Gras:a's main goals and esthetic struggles throughout his life as a composer 
was to create a Portuguese style of classical music inspired from deep, genuine folkloric 
routes, that this line of thought continued through his last stages of compositional growth, 
where his music developed into a compositional style based on very small motives or 
collections. Here, a clear melodic source of material is apparently nonexistent within a 
style of extreme chromaticism and counterpoint over a very free and flexible harmonic 
base. Nevertheless, one can imagine that the small cells, motives, or collections found in 
Gras:a, especially in his later years where they serve as base for his music, could simply 
be "fragments" of either folkloric melodies, or collections derived from material such as 
melodies or intervallic relationships within the modes used or a within a mix of a modal 
and tonal language. 
154Ibid. 
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As seen before, Gra.;:a's preference was for folk music derived from modality, and 
of particular interest to him were the so-called "exotic modes", which alone would 
already give him plenty of material with which to develop a musical style consisting of a 
natural sense of chromaticism. 
The following example shows some of the typical "cells" that can be found in 
Gra.;:a's repertoire. These particular examples are taken from the cello repertoire. These 
cells can be detected mostly as small motives, but also as just simple collections of 
intervals, both at the horizontal and vertical levels. 
f p~@z II~!J g-·11 tT U II tT d:r II 
3 
Figure 3.10. Typical cells found in Lopes-Gra9a's music. 1st from Tres lnflorescencias- Quase 
Danr;a or Concerto da Camera Col Violoncello Obbligato; second from Pagina Esquecida,; third 
and fourth from Concerto da Camera Col Violoncello Obbligato. 
The first of the motives in the image can be found both in the third movement of 
the work for solo cello, Tres Injlorescencias, and in the Concerto da Camera col 
Violoncello Obbligato. It is a motive, which, due to its lively inner rhythm, suggests the 
possibility of being a fragment of a popular song. In its intervallic structure, this motive 
can be referred to as a (013) collection. This collection is one of the most commonly 
found collections in Lopes-Gra.;:a's music, particularly in his later compositional stages. 
It exists as an important structural element in works such as the Concerto da Camera col 
violoncello obbligato and 14 Anotar;oes. 
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The second and third motives possess a similar intervallic structure (012) and are 
taken from the works Pagina Esquecida and the Concerto da Camera respectively. As 
mentioned above, this collection (012) can be seen and heard as being derived from a 
simultaneous modal and tonal concept. In the case of the example from Pagina 
Esquecida, Lopes-Gra9a creates a chromatic pitch center on the note C within a modal 
base of C Phrygian. This chromaticism is simply achieved through the alteration of B flat 
(natural note inC Phrygian) to B natural, creating a tonal leading tone within a general 
modal organization. These motives, and particularly this collection, can also be found 
throughout Lopes-Gra9a's repertoire. In addition to the works already mentioned, Gra9a' s 
Canto de Amor e Marte is an important work to mention, as the piece is based almost 
entirely on the (012) collection. The (012) collection can be found as a structure base in 
works such as the Concerto da Camera col Violoncello Obbligato, or Canto de Amor e 
Marte. The last motive shown on figure 3.10, is taken from the Concerto da Camera col 
Violoncello Obbligato, and can be seen intervalically as a (0134) collection. Lopes-
Graya' s use of this motive, both as a motive as simply as a collection, is also very 
frequent and can be detected in important works such as the Requiem para as Vftimas do 
Fascismo and Em Louvor a Paz. In Gra9a's use of this collection, the second note usually 
functions as the center pitch. This fact can be typically found when considering this 
motive as a fragment of melodic structures having either a minor key or a Dorian mode as 
their harmonic base. In the case of a natural minor key or a Dorian mode, this collection 
appears in situations where the seventh degree will have the freedom to be frequently 
altered, in order to create a leading tone (situation of tonal/modal ambiguity). Aspects 
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regarding the use and interacting of the mentioned collections in Lopes-Gra<;a's music 
will be further developed on chapter 5, regarding the analysis of the Concerto da Camera 
col Violoncello Obbligato. 
Regarding the use of rhythm, Peixinho also writes about the possible connection 
of its characteristics and complexity (with what he calls "irrational rhythms" such as very 
complex tuplets) to a close relationship to a language-based thought, and not to any 
"mathematical speculation". 155 This idea matches Lopes-Gra<;a's criticism towards 
composers such as Stravinsky, Hindemith and Shoenberg, who experimented with "anti-
expressive music, based simply in a game of combination of dynamics or almost 
mathematical contrapuntal combinations."156 (See example on Figures 3.4 and 3.5). 
Some other important and specific aspects ofLopes-Gra<ya's compositional style 
mentioned by Peixinho in the lecture mentioned above: the use of additional notes, either 
chromatic or diatonic in chords; the use of fixed ostinato areas and the use of "false" 
bass notes, creating an effect he calls double polarization 157 . 
Related to the use of the additional notes and "false" basses (or pedals) mentioned 
by Peixinho, it is also worth quoting the Portuguese pianist Miguel Henriques, a well-
known interpreter ofLopes-Gra<;a's music for piano. In an interview from the 
documentary Fernando Lopes-Grat;a by Gra<;a Castanheira, he says that the typical 
harmonies in Lopes-Gra<ya are a mix of pure, simple harmonies, such as a chord of 
stacked fifths with extra dissonant notes. These dissonant notes are what Henriques calls 
1551bid., 10. 
156Fernando Lopes-Grava, Introdur;iio a Musica Moderna (Lisbon: Edivoes Cosmos, 
1942), 96. 
1571bid., 13. 
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a "spice" within the harmony, in an attempt to create a sense of exotic imagery in the 
h fh . . 158 159 c aracter o IS music. 
In the next examples from Prelude no XVIII for solo piano, it is clear the use of 
these dissonances within harmonies built from stacks of fifths. 
)= 144 
F molto marc. 
Figure 3.11. Lopes-Gra9a: Preltidio no XVIII para piano, mm 1-3. Chromatic dissonances within 
major fifth harmonies. 
Allegro no tanto 
Figure 3.12. Lopes-Gra9a: Preludio no XVIII para piano, last five measures. Chromatic 
dissonances within major fifth harmonies. 
The pianist Patricia Lopes Bastes in her Doctoral Dissertation regarding Lopes-
Grac;:a's Sonatas and Sonatinas for piano mentions other import general characteristics in 
Lopes-Grac;:a's compositional style. 
158Fernando Lopes-Grar;a, directed by Gra9a Castanheira. Valentin de Carvalho Filmes, 
2009. Documentary produced for RTP2. 
159
"Fernando Lopes Gra9a," YouTube, 47:42. Posted by LusitanoDocs2. 
http://www.youtube.com/watch?v=ly5tZduZofc (accessed November 30, 2013). 
According to Lopes Bastos: 
" ... [T]he main characteristics of Lopes-Gra9a's style are 
the impellent and fiery rhythm and the use of harmonies 
built from aggregated intervals (seconds, augmented 
fourths, etc.). The texture can be either thin or complex. His 
music rarely stagnates; the themes usually develop until 
they reach a tense climax, which rapidly falls." 160 
Also according to Lopes Bastos, cited in a translated version in (Harper 2006), 
Lopes-Gra9a's style possesses "a conspicuous rhythmic and harmonic drive, a clear 
phrase and sectional structure, a refined thematic manipulation, and a rich and creative 
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timbre palette, resulting from the application of the most varied compositional techniques 
based on traditional foundations." 
Bastos' idea of a "rich and creative timbre palette in Lopes-Gra9a, and Henriques' 
idea of"search for exoticism" are notably present in Gra9a's cello pieces in particular, in 
the use of certain instrumental effects such as artificial harmonics, left hand pizzicatos 
and col legno. In the next example from the movement Quase Dam:; a of the work for 
cello solo Tres Iriflurenscencias, these basic musical effects can be clearly noticed, 
particularly in the first eleven measures. 
160Bastos, "As Sonatas e Sonatinas," 8. 
a.) 
b.) 
Figure 3.13. a.) Lopes-Grac;a: Quase Danr;a from Tres lnjlorescencias Use of collegno and 
artificial harmonics. b.) Last twenty five measures. Use of left hand pizzicato in coordenation 
with the bow. 
These effects can be seen as an attempt by the composer to search for some 
specific imagery through these sounds. The effect of artificial harmonics for example, 
appearing mostly within the repetition of a melodic motive, could be seen as an attempt 
to imitate a different musical instrument, such as a traditional wooden flute. The wooden 
flute was much heard and appreciated by Lopes-Gra9a in his fieldwork research. 161 
Bastes also talks about Gra9a' s use of intense climaxes, which rapidly fall apart. 
This characteristic of Gra9a' s music is essential to the understanding of Gra9a' s sense of 
structure in a piece. Gra9a uses this method many times to create simple divisions 
between sections and subsections, a technique visible throughout the Concerto da 
Camera, for example. It very common to see in Lopes-Gra9a's music either a new section 
16 1Castanheira, "Fernando Lopes Grac;a", 2009. 
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coming directly from a climatic moment, or, after a musical moment such as the ones 
mentioned by Bastos, a thematic climax followed by a fall in intensity. One could see 
these cases a new section emerging from an anticlimactic musical moment. Grac;a often 
choose to end the movements of his pieces with musical moments of anticlimactic 
character, sometimes quite prolonged and where there is no apparent harmonic resolution 
due to the dissonances introduced in the basic harmonies. 
In the next example from the second movement of Tres Injlorescencias, one can 
see how four measures before the end, the composer stops suddenly an increase in 
musical tension coming from the measures before, creating immediately afterwards a 
small section of decrease in musical tension with which he ends the movement. The 
movement ends with a dissonant interval (major seventh), which, despite being dissonant, 
has within the context an interesting character of release, rather than tension. Also typical 
in Lopes-Grac;a, is how the dynamic and tempo changes accompany this musical process. 
In this case, in the last four measures one can see a diminuendo and a poco allargando, 
along with a natural allargando from the augmentation in the note values of the melodic 
motives. 
Figure 3.14. Lopes-Grac;a: Tres Injlurenscencias- Quase Aria, last 11 measures. Augmentation 
in note values along with poco allargando, creating despite the dissonant intervals, a release 
feeling at the end of the movement. 
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Related to the interpretation ofLopes-Gra<;a' s musical style, but strongly 
connected to the composer's mind-set regarding the form in his pieces, is the importance 
the composer gives to details written in his musical scores. When analyzing Lopes-
Gra<;a's scores, one can clearly see how detailed his work was regarding specific 
instrumental sound effects, metronome markings and constant changes of tempo or mode, 
many times clearly separating different sections or subsections. In the score of Tres 
Injlorescencias for example, one encounters in some instances precise indications of 
articulation for almost every note, and sometimes very short dynamic indications for 
groups of only two or three notes. This detailed information on the score might indicate a 
search for very specific musical effects, with a very clear sense of instrumental writing, 
melodic direction, and structure in the pieces. 
Some of this detailed information in the score can be seein in the examples above, 
such as. In the example below, from the movement Quase Preludio from Tres 
Jnjlorescencias, one can see how Gra<;a defines more clearly a separation between 
harmonic motivic structures (arpeggios in this case) and the melodic structures with some 
detailed information for the player. In this case, the cantabile in mm 3 and the poco 
cedendo in mm 6, are clearly integrated in moments of more melodic, singing 
importance. 
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Figure 3.15. Lopes-Gra~a: Tres Injlorescencias, Quase Preludio, mm 1-10. Harmonic and 
melodic structures emphasized by expression markings. 
Another important aspect ofLopes-Grava's compositional development, and 
which is important to mention, is the tendency for a development throughout his 
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compositional life, into higher levels of complexity in the harmonic relationships between 
main keys or pitch centers within a specific piece. In a writing style which in his later 
period develops into a more "fragment" based style, more contrapuntal and chromatic in 
the nature of its development sections, the composer seems to show a natural tendency 
for higher levels of expansion in the harmonic relationships of a piece. A tendency for 
harmonic relationships based on equivalents to tonic/dominant/subdominant 
relationships, typical from earlier periods of the composer and mostly derived from mode 
based music material, seems to develop into more complex relationships, such as 
relationships where the main keys, modes or pitch centers, can show relationships 
measured at the distance of a third or even at a chromatic distance. It is not uncommon in 
Lopes-Grava' s later style for example, to fmd a section based on a pitch center of C, 
which will lead into a section based on a pitch center of Ab and later to a section based 
on Db. This aspect ofLopes-Grava's music will be further developed in the chapter 
regarding the Concerto da Camera Col Violoncello Obbligato. 
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WORKS FOR CELLO AND PIANO AND WORKS FOR SOLO CELLO 
Written between 1953 and 1973, these works represent an essential part of the 
20th century Portuguese repertoire for cello. Though composed during a period of only 
about twenty years of the composer's life, they show important signs of the composer' s 
development in musical style, as well as his instrumental knowledge and exploration. 
Regarding this aspect, it is important to mention that these works reflect most of the time 
either a joint work with a cellist, or simply an attempt to create a style that would match 
the person to whom the work was to be dedicated. The works Tres Canr;oes Populares 
Portuguesas (for cello and piano), Tres Inflorescencias (for solo cello) and Quctfl·o 
Variar;oes para VioloncelloSolo (for solo cello), were written for and with the 
collaboration of the cellists Madalena Sa e Costa, Clelia Vital and Filipe Lorient 
respectively. The work Pagina Esquecida, can basically be seen as version for cello 
piano of the second movement sketch of an incomplete cello concerto which was to be 
dedicated to the great Portuguese cellist Guilhermina Suggia. 
Particular aspects ofLopes-Gra<;a's musical style, such as the use and influence of 
Portuguese folklore in his compositions, make this repertoire for cello of great value in its 
originality in musical style. The work Tres Injlorescencias for solo cello, for example, 
can be seen as a solo cello suite based on Portuguese folkloric material. 
Originality in elements of instrumental and virtuosic exploration such as imitation 
of percussive folkloric elements can also be found throughout theses pieces. 
This chapter is not organized by chronological order of the pieces, but by order of 
relevance in their ability to demonstrate aspects related to the composer's instrumental 
83 
writing and development in musical style. 
Tres Can~oes Populares Portuguesas 
Composed in 1953, this set of pieces results from three transcriptions of songs for 
voice and piano, which belong to the third volume ofLopes-Grac;a' s Canr;oes Populares 
Portuguesas. These pieces for voice and piano are mainly based on harmonizations of 
Portuguese folk melodies, which were taken either from Lopes-Grac;a' s songbook, 
Canr;iio Popular Portuguesa, or other song books of Portuguese folkloric songs. 162 The 
compositions for cello and piano are mainly transcriptions of three of the songs from 
volume III of the Cancoes Populares Portuguesas (composed for voice and piano 
between 1947 to 1949). Compared to the versions for voice and piano, they contain some 
obvious adaptations, such as the use of certain elements of virtuosic instrumental 
exploration as well as the use of the cello as an accompanimentalline. 
This work can be considered as belonging to Lopes-Grac;a's second musical 
phase. 163 
The three songs transcribed for cello and piano are: Senhora da Encarnar;iio; 6, 
6, menino 6 and Senhora do Almortiio. Not differing particularly in style from the other 
songs from volume III of Grac;a' s songbook, it is possible that Lopes-Grac;a chose to 
transcribe for cello these three songs, simply because they are some of the most well 
known songs from the Portuguese folkloric repertory. All of these songs can be found in 
Grac;a' s songbook, A Canr;iio Popular Portuguesa. 
The work shows a clear character of simple melodic harmonizations, mixed 
162See Chapter 2 
163 See Chapter 3 
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however with music developments based on the use of small motives, clearly derived 
from the main melodic material. Melodic and harmonic interaction between the 
instruments is also a constant. Even though the piano shows a more important role in the 
harmonic structuring and development, both instruments generally play a role both as a 
melodic voice and as an accompanimental voice, often switching and showing very 
active musical interaction. 
The form of these pieces can be considered as a modified strophic form, very 
common in Art Song. In here, a main section defined by the principal melodic line is 
repeated, along with an increase in levels of harmonic complexity. 
Harmonically, the base songs of these pieces are essentially modal. The first song, 
Senhora da Encarnac;iio is based on G major and G Mixolydian simultaneously, the 
second song 6, 6 menino 6 is harmonically based inC Mixolydian, and the third song, 
Senhora do Almortiio, in C Phrygian. Important to mention, is the fact that the latter two 
melodies, despite having a base in these modes, contain accidental notes within them, as 
if modulating within the melody. These two melodies are classical examples of melodies, 
which would most likely be categorized by Lopes-Grac;a within the so-called exotic 
modes, most of whose origins are in the regions of Beiras.164 
Despite a basis in the modes mentioned, all of the three melodies from this set of 
songs can be divided into two main parts, each reflecting different melodic characters, 
and different (yet related) modal centers. These different modal centers use the same 
scale collections of notes, and are always at a distance of either a perfect fourth or a 
164See Chapter 2 
perfeCt fifth, therefore creating relationships, which would be tonally equivalent to 
Tonic/Dominant, or Tonic/Subdominant. 
85 
The harmonies and harmonic devices used by Lopes-Gra9a in these pieces are 
very typical from this period of the composer. The main harmonic devices found here are 
the following: 
-Ambiguity between modal and tonal, and between different modal centers within 
the same melody (Aeolian with Phrygian for example), explored by Lopes-Gra9a through 
Polytonal/Modal Harmonies; 
-The use of chords based on fourths and fifths 
-The use of extra chromatic notes within basic chordal constructions of consonant 
intervals. 
-Vertical intervals or clusters for harmonic tension or search for exoticism in the 
music. These notes, sometimes in the form of appoggiaturas, are usually organized 
around a center pitch. 
In the example of figure 4.1 , showing the final chord in Senhora da Encarnar;ao, 
one can see a chord structure having the interval C#-G# as its base (perfect fifth) , to 
which two chromatic notes around the C# pitch center (C and D in the piano right hand) 
are introduced. 
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Figure 4.1. Lopes-Gra9a: Last chord of the movement Senhora do Almortao from Tres Cam;oes 
Populares Portuguesas for cello and piano. 
Particularly important to mention as well is the importance of small melodic 
motives ("cells") with ornamental character as elements ofboth melodic development 
and harmonic exploration. Both rhythmically and in terms of character, these "cells" play 
an essential role in the musical development, as seen by the care of the composer in 
writing certain markings, like accents in the frrst notes, emphasizing the musical gesture. 
These "cells" can also be seen as essential elements in a search for a general 
organic structure within the pieces. This fact can be seen for example, in the use of 
elements from the base melody to create either harmonic vertical motives or simple, 
melodic accompanimental motives (see figure 4.2). 
~~ II aflC tpt t II 
3 3 3 3 3 
Figure 4.2. Lopes-Gra9a: Excerpts from the cello part of the movement Senhora do Almortao 
from Tres Canr;oes Populares Portuguesas for cello and piano, showing one of the short melodic 
motives transformed into an accompanimental motive. 
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The vertical motives encountered in the piano can be deduced especially in 
moments of dissonances of minor seconds. These dissonant intervals can be felt as being 
derived from the natural chromaticism that can be encountered in the melodies 
themselves, particularly those based on the "exotic" modes. 
This version for cello and piano was written with the collaboration of the 
Portuguese cellist Madalena Sa e Costa, with whom Lopes-Grac;a had a personal 
friendship. 
Figure 4.3, shows an excerpt of a copy given to Madalena Sa e Costa by Lopes-
Grac;a where he writes a small thank you note to her. 
., . 
·-- ---- ~ ~ 
~ . . 
Figure 4.3. Lopes Gra<;a: Excerpt from the first page of the original score of Tres Can9oes 
Populares Portuguesas given to the cellist Madalena Sa e Costa.165 
In an interview with Madalena Sa in August 2013, she talks of the long personal 
friendship between Lopes-Gra<;a and her family, and to her familiarity with Lopes-
Grac;:a's music. Regarding these pieces, she specifically mentions the movement, 6 6 
Menino 6 as a masterwork for the cello in its singing characteristics. 
In this relationship between Sa e Costa and Lopes-Grac;:a, it is interesting to 
mention a letter written by the cellist to Lopes-Grac;:a, where in addition to 
complementing these pieces, she mentions to the composer the fact that within the 
88 
165The thank you note written by Lopes-Gra<;a translates the following way: To Madalena 
de Sa e Costa Gomes de Araujo, thanking your valuable collaboration. 
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Portuguese cellists, a major work from him such as a cello concerto would be something 
of great value. 166 
Senhora da Encarnat;iio 
This song is entirely based on the song Senhora da Encarnar;iio, taken from the 
songbook Cantares do Povo by Pedro Fernandes Tomas, which became part of Lopes-
Gra<;a's songbook Canr;iio Popular Portuguesa. 
The form of the piece can be heard as A -A', with a small coda at the end. The 
base song can harmonically be considered as being written in G major. It has, however, 
the peculiarity of inducing the ear to a possible D Mixolydian mode. On figure 4.4 
(illustrating the base song), it is possible to notice that all of the main cadential points of 
the melody end in the note D. 
De Bu-ar-cos it Fi guei-rn, lin-do bem_De Bu-ar-cos a Fi Guei-ra lin do bern_ Se nho-ra.......daEn-cnr-na 
~ao ___ _ Se - nho- ra~nEn- car- na- ~ao ___ _ Va de- va- ga - ri- nho, va e___nao va 
II 
"-.._; ~--s6 _  VIi de-va-ga- ri- nho, que le-van-ta o p6 ____ _ 
Figure 4.4. Portuguese folk song Senhora da Encarnaqao. W effort, A Canqao Popular 
Portuguesa em Fernando Lopes-Graqa:, p. 279. 
166Madalena Sa e Costa, interview with author, personal interview, Famaliciio, Portugal, 
August 19, 2013. 
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Lopes-Gra<;a chooses to harmonize the song thorough polytonality and through 
the use of harmonies based on three note chromatic clusters (012). The polytonal chords 
have a clear base on a pitch/tonal area of G, and will be used for the harmonization of the 
first part of the melody. At the beginning of this movement, the chord structures are 
centered on G and based on a polytonal G major/C major chord (see figure 2.8). 
The clusters are used to harmonize the second part of the melody, and have a 
pitch center either on D or on G, depending on the section. The piece ends with clustered 
harmonies centered on D. In figure 4.5, one can see in the piano part the harmonization of 
the melody (in the upper voice of the piano) through the use of clusters with a center 
around D and on G. 
Figure 4.5. Lopes-Gra<;a: excerpt from the movement Senhora da Encarnar:;iio from Tres 
Canr:;oes Populares Portuguesas, showing the harmonization of the second part of the melody 
base. 
The harmonic complexity increases throughout the piece, with a higher degree of 
chromaticism and complexity in the polytonal/modal chords. Regarding these chromatic 
developments, it is interesting to note that the cello part develops at instances through the 
use of a chromatic motive clearly taken from the main melodic material (See fig 3.7). 
Instrumentally there are some interesting aspects of virtuosic exploration, such as 
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in several passages where the cello plays the main melodic line in sixths. 
II 
Figure 4.6. Lopes-Grat;a: Excerpt from the cello part of the movement Senhora da Encarnm;iio 
from Tres Cam;oes Populares Portuguesas. Melodic line I here played in sixths by the cello. 
6, 6, Menino 6 
With the original title of Embalo [lullaby] 167, this piece is based on a lullaby song 
from the Portuguese Region of Tras os Montes (Portugal). Lopes-Grac;a took this melody 
from the 1941 songbook, "Folk Music and Poetry from Spain and Portugal" by Kurt 
Schindler. He later incorporated this song into his songbook A Canr;iio Popular 
Portuguesa. 
6____ me-ni-no, 6, 6,- 6,-6,_ 6, me-ni-no 6, Teu_ pai foi ao ei - r6, C'u-ma 
va-ra de a-gui -lhiio Pra rna - tar o per-di - gao. 6, __ _ 6, __ _ 6,_ 6_ 6, me-ni-no, 
,~. J @I g iJ I J '! Xll n ffll C1 Dl U iJ I :NJJ't ul 
6, Teu_ pai foi ao ei - r6, Tu-a mae a bor- bo_ le-ta, Lo-go te vern dar a te-ta__ lo-go 
4~1' D' 8 I J?J II 
te vern dar a te-ta 
Figure 4.7. Portuguese folk song 6, 6, Menino, 6. Lopes Grat;a, A Can~iio Popular Portuguesa, 
p. 60. 
167Seen in the originals, sent to Madalena Sa e Costa. 
The movement is based on a simple musical structure of a melodic line with 
accompaniment. The cello plays the melodic line, with the piano showing a simple 
accompanimental role throughout the piece. 
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Harmonically, Lopes-Grac;a chooses a key Signature of three flats, which seems 
to better accommodate the modal characteristics of the melody. The first part of the base 
melody is harmonically based on C Aeolian, and the second part on the same mode 
transposed into F, creating a tonally equivalent relationship ofTonic/Subdominant 
between the two parts. This can be seen by an A natural in the first part of the melody, 
which becomes Ab in the second part of the melody. 
The first part of the melody is harmonized with chords based on a C-minor triad 
(equivalent to C Aeolian), and the second part of the melody with chords centered on a 
B-flat major key. In this section (second part of the melody), he therefore expands the 
harmony to the Dominant of its natural modal center (F Aeolian). 
Figure 4.8. C Aeolian and F Aeolian. 
The form of this piece can be considered as A-A'-Coda: two stanzas of the base 
melody, plus a short Coda-like section at the end of the piece. The natural division of the 
melody in two, is used to structure different subsections of the A section. The A section 
can be divided into two different subsections, unlike the A' section, which only contains 
the first part of the melody. 
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The harmonization in this movement is based on simple triadic chords, with the 
insertion of dissonances for the creation of tension and expression. An example of this 
can be seen in the C minor chord at the very beginning of the piece, to which a note D is 
inserted creating a dissonance of a major second with the base note of the chord. 
Figure 4.9. Lopes-Grac;:a: Excerpt from the movement 6, 6, Menino 6 from Tres Canr;oes 
Populares Portuguesas showing C minor chord with dissonant D. 
Senhora do Almortiio 
This movement is based on one of the most traditional Portuguese peregrine 
songs. This song, however, appears in different versions depending on its specific town 
of provenance. The version of the song used in this movement, is included in Lopes-
Gra<;a's songbook A Cam;iio Popular Portuguesa. Lopes-Gra<;a does not mention here a 
clear a specific origin of the song but it is, however, almost certainly from the Regions of 
Beira Baixa. In this region, there is a very old tradition of singing different melodies with 
this same name, accompanied by traditional percussion instruments. 
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Se-nho - ra __ do Al-mor - t ao_ Quem vos var __ reu a ca - pe_la? _ 
_ Quem vos-var-reu a ca - pe_ Ia? As m o - ci __ nhas da Ze- brei_ ra, Com urn ra __ mo de m ar 
II 
ra __ m e de m ar - ce __ la., ___ Com urn ra-mo de mar - ce __ Ia 
Figure 4.10. Portuguese folk song Senhora do Almortiio. Weffort, A Cam;iio Popular Portuguesa 
em Fernando Lopes-Grat;a, p. 285. 
The general musical structure of this movement is, as in the other movements, 
based on a melodic line with accompaniment. The melodic line appears both in the cello 
and in the right hand of the piano. 
As already mentioned, the melodic material of this piece can be divided in two 
parts. Each of these parts is developed independently in different subsections of the piece. 
Contrary to the melodic material of the other movements, the first part of the 
melodic material of this movement does not seem to have been taken from Lopes-Grac;:a's 
sources. It is possible that this melodic material is original, and that it has been composed 
as a simple melodic derivation from the base song, in intervals based in steps. This 
original melodic material can be seen on chapter 3, figure 3.6, appearing on the upper 
voice of the piano. The second part of the melodic material comes from the melody 
shown in figure 4.1 0. 
The key signature chosen by Lopes-Grac;:a is 4 flats, which accommodates the 
inner harmonic characteristics of the melodic line. Harmonically, the first part of the 
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melodic material is in C Phrygian, and the second part is in a mode with can be 
considered one of the exotic modes, typical from the Beiras region. A natural 
chromaticism within this melody can in this case be noticed in a constant switching 
between the notes E natural and Eb. When the Eb appears in the melody, the melody can 
be heard simply as C Phrygian and when theE natural appears, either a sense of 
harmonic direction towards F Aeolian on just a feel ofC major (sounding like a "parallel 
major" of C Phrygian) is felt. The note collection resulting from the melody can be seen 
on figure 4.11. 
The modaUtonal ambiguity within the melody naturally inspires some 
polytonaUmodal harmonic choices, such as chords based on simultaneous C major/C 
minor arpeggios. The melodic instances in which E natural appears, creating a natural 
feeling of direction towards F, influences the composer's harmonic choices, which are 
here based on contrasting C-hased chords with F -based chords. This relationship can be 
heard as a tonic/subdominant relationship. 
Figure 4.11. Collection of notes comprising of C Phrygian scale plus E natural. 
The form of this movement can be considered A -A'- A'' Coda, with three 
stanzas of the melodic material followed by a short coda section. A and A' sections can 
be divided into two subsections, being directly related to the two different parts of the 
melodic material 
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It is interesting to note that at one point in the piece, while the cello part presents 
the important melodic material, the left hand of the piano plays an ostinato figure in 
ternary rhythm, which contrasts with the binary rhythm of the melody. This ostinato 
rhythm J n J ' is taken from the typical percussive accompaniment heard in the 
traditional performances of Senhora do Almortiio. The most typical instrument used for 
this effect is the aduffe, an instrument of Moorish origin, very typical from the region of 
Beiras. 168 
Aside from this "conflicting" binary ternary juxtaposition of voices, it is also 
worth mentioning how Lopes-Grac;a creates an isorhythmic effect between the two 
voices, resulting in a very specific rhythmic color and a feeling of musical tension. This 
isorhythmic effect can be seen in figure 4.12, where the strong part of the beat in the 
lower voice (piano left hand) does not line up with the natural rhythm of the time 
signature, and consequently the melody's natural rhythm. 
168Sandra Lopes, "Musica Tradicional-Beira Baixa", in Musica Tradicional Portuguesa, 
http://musicatradicional.no.sapo.pt/beira _ baixa.html#adufe (accessed October 14, 2013 ). 
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Figure 4.12. Lopes-Gra9a: Excerpt from the movement Senhora da Encarnac;lio from Tres 
Canc;oes Populares Portuguesas, mm 7-12. Piano Left hand and melody in the cello creating an 
iso-rhythmic effect. 
Pagina Esquecida 
Composed in 1955, Pagina Esquecida [Forgotten Page] was written originally as 
the second movement of a cello concerto, to be dedicated to the great Portuguese cellist 
Guilhermina Suggia. This project from the late 1940s, had to be abandoned, however, 
due to Suggia's death in 1950. 169 Using the only remaining material from this project, 
Lopes-Grac;:a composed P a gina Esquecida for cello and piano in 19 55. Stylistically this 
piece can be placed in a transition period of the composer, between his second and third 
phases. This transition can be seen in the tendency for a more "fragmented" motivic 
writing and developmental sections based on chromatic gestures (derived many times 
from the repetition ofthese small motives) quite typical from a third period of the 
composer; as well as the use of clear harmonic relationships and chord structures (such as 
169Silva, Tabua P6stuma, 149. 
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relationships equivalent to tonic/dominant/subdominant relationships), more typical from 
earlier periods. 
The texture of the piece is in general organized as a melodic line played by the 
cello, with an accompanimentalline played by the piano. Unlike the Tres Can~oes 
Populares Portuguesas (where the piano also has thematic importance and the two 
instruments interact both thematically and accompanimentally), here the roles of the two 
instruments are clearly defined. The accompanimentalline of the piece consists mainly of 
a one-measure motive repeated in ostinato form, and a melodic line (based on small 
motives) ofhighly melodic, cantabile character. 
Harmonically, the piece is based on a modal scale, which could be considered 
either F Aeolian or C Phrygian depending on the starting point (See figure 4.13). Lopes-
Gra<;a however writes a key signature with four flats, suggesting a higher importance of a 
sense of a modal/tonal center based on the note F. Chromatic developments in both the 
melodic elements and the harmonic elements, develops many times the modal sense of 
the music into a more tonal one. The harmony is clear in its basic structure, with the 
constant interaction between two modes derived from the same melodic pattern. In this 
case, F Aeolian and C Phrygian serve as the main base of the piece, interacting with each 
other constantly (also in a kind of tonic/dominant relationship). These modes are also 
developed chromatically, through the use of notes borrowed from their closest tonal 
equivalents. The modal/tonal and chromatic characteristics in Lopes-Gra<;a's music can 
then be clearly seen here. In a natural transpositional way, the music is then eventually 
developed into a neighboring modal area of G Phrygian. The chords used are derived 
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from these modal/tonal relationships within the piece. Even though a sense of tonality 
and tonal relationships can be felt, it is more accurate to refer to the harmonic 
organization in terms of modal areas. 
Figure 4.13. C Phrygian and F Aeolian, showing a similar note collection. 
In terms of form, one can say that the piece can be divided into three small 
sections, structured around the harmonic development of this harmonic base. 
As mentioned above, the basic melodic material of this piece (mentioned above), 
serves as the base for both the harmonic and melodic motives and developments 
throughout the piece. The main motives of the piece can be seen on figure 4.14. Other 
melodic elements appearing in the piece can be considered as simple developments of 
these motives. It is also worth mentioning, that even within these four main motives, 
relationships between them can be drawn, the most noticeable of them being the possible 
derivation of the fourth motive from the second motive. From both of them, the base 
from a (013) collection can be clearly drawn. 
II J J J~J J J ]hJ II 
~ ctt~druUI F ' - II 
Figure 4.14. Lopes-Gra~a: excerpts from Pagina Esquecida, showing the four main melodic 
motives of the piece. 
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As seen on figure 4.14, the first melodic motive of the piece (which can be seen 
intervallically as a 012 set) shows a clear centricity (amplified by the chromaticism) on 
the note C. This motive also shows an interesting rhythmic flavor, felt by the sixteenth 
note within, which creates an almost ornamental effect. It is worth mentioning, that both 
these ornamental effects, as well as motives based on (012) collections, can be seen in 
some of the Portuguese folk material collected by Lopes-Gra<;a (see figure 2.5). As 
mentioned in the last chapter, the chromaticism within this particular piece can be seen as 
mainly being derived from this motive, which shows a mix of C Phrygian 
melodic/harmonic gestures, with simultaneous tonally directed gestures towards C (with 
B natural). This chromaticism can also be seen in the main accompanimental motive the 
piece, where the Db in the last eight-note triplet of teach measure creates a half step 
dissonance with the more harmonically stable C. Here the composer creates a 
verticalization of this chromaticism. This very typical harmonic "spice" introduced by 
Lopes-Gra<;a, is a constant throughout the piece (see figure 4.15). 
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Figure 4.15. Lopes-Gra<;a: Excerpt from Pagina Esquecida, excerpt from page 1 of original 
score, mm 1-6,. Harmonies based on polytonal F major/minor chords with an extra Db 
dissonante note. Ornamental motives in the melodic line are seen of mm 4 and 6. 
_!:-
The second motive, centered on F, shows another main intervallic relationship 
that is developed in the piece both melodically and harmonically. It also shows rhythmic 
variety (eight notes followed by eight not triplets), which appears both within the melodic 
line and the main accompanimentalline of the piece. This accompanimentalline, 
harmonically based on this motive, consists mainly on an ostinato motive of one measure, 
with chords showing a simultaneous major/minor feel. These chords (typically used by 
the Lopes-Grac;a), can be seen on figure 4.15 in the F major/minor chord serving as the 
main harmonic base of the accompanimental motive. 
In the development of the piece, Lopes-Grac;a mostly uses techniques of melodic 
fragmentations and sequences of chromatic motives. These fragmentations and sequences 
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are often used simultaneously, frequently developing the music into climatic or 
anticlimactic moments, usually right before new sections or subsections. The next 
example (figure 4.16), shows from the third measure how a motive derived from third 
motive mentioned above ("fragment"), is used for chromatic expansion within a 
modulation from a section in a modaVtonal area of C to a new section in the area of G. 
... """"'"" . -
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Figure 4.16. Lopes-Grar;:a: Pagina Esquecida, excerpt from page 2 of the original score, mm 16-
20. Developmental section using a version of the third motive, developed through the use of 
chromaticism. 
Elements of development in the accompaniment part through either expansion or 
contraction of the rhythmic elements are also important to mention in this work. On 
figure 4.16, from the ending Pagina Esquecida, it is possible to see from the second 
measure, the ostinato accompanimental motive expanding rhythmically and how this 
technique is used within the creation of an anticlimactic ending of the piece. 
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Figure 4.17. Lopes-Grac;:a: Pagina Esquecida, excerpt from page 5 of the original score, mm 50-
54. Anticlimactic ending of the piece using techniques ofmotivic rhythmic expansion. 
Tres Inflorescencias 
Written in 1974 and dedicated to the Portuguese cellist Clelia Vital, Tres 
Injlorescencias can be seen as an incomplete attempt by Lopes-Gra9a to create a suite for 
solo cello, with movements based on music material derived from Portuguese folkloric 
songs and dance rhythms. These pieces can be placed in Lopes-Gra9a's later period, 
showing typical characteristics such as a the use of very small base motives (with 
character of "fragments") and constant music development through the use of 
chromaticism. 
According to the cellist Clelia Vital, Lopes-Gra9a dedicated these pieces to her 
during a recording session of his previously composed pieces for cello and piano. 
Realizing that there would be enough time on the disk for another piece, Lopes-Gra9a 
mentioned to Clelia Vital that he had some musical material written down at home for 
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solo cello that he could quickly put together into a piece, and then dedicate it to her. 170 In 
the original score, he writes, between parentheses, "de velhos apontamentos [from old 
notes]. 
·Tj ES INPLORESCENQA~ 
Figure 4.18. Fernando Lopes-Gra9a: excerpt from first page of the original score of Tres 
lnjlorescencias. On the upper center of the excerpt it is written: Para Ctelia Vital [For Clelia 
Vital]. On the lower center of the excerpt it is written: de velhos apontamentos [from old notes]. 
The movements of this piece are: Quase Preludio [Almost Prelude], Quase Aria 
[Almost Aria] and Quase Danr;a (Almost Dance]. The term inflorescencias, used to name 
this piece, is the term in Portuguese for groups of flowers that grow from a same root. 171 
Besides the obvious reference to imagery related to nature and folklore, the name can 
also be a reference of the composer to the musical unity between the three movements. 
This unity can be seen not only in the obvious fact that the movements are all part of the 
same solo cello suite incomplete project, but also in similar harmonic, motivic and formal 
structures found in all of the movements. 
170Clelia Vital, phone conversation, January 20 12) 
171
"inflorescencias," Dicionario Online de Portugues [Online Portuguese Dictionary], 
http://www.dicio.corn.br/inflorescencia/ (accessed September 14, 2013) 
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When thinking about the names for the movements chosen by Lopes-Grar;a, one 
can wonder why the term "quase" [almost] is always associated. One could speculate that 
because the piece belongs to a later period of the composer in which there is a tendency 
to work with small musical motives (mostly "fragments" derived from larger musical 
elements), the character of the movements can never be exactly the same as in a complete 
traditional version ofthe movements suggested. Despite a musical feel of resemblance to 
the characters associated to the names of the movements, the very motivic and 
"fragmented" developmental style, naturally leads to a lack classical symmetry in the 
rhythm and the melodic motives. 
In all of the movements, it is clear that the composer takes the musical material 
from either popular sources, or from original material inspired by popular music. 
Rhythmically, one can detect for example, elements coming from ornamental singing 
~rrci II ~ . 
motives such as p , which are frequently used as natural elements of 
development. Melodically, a natural singing quality in the motives used in all the 
movements is clear, and is usually enhanced by the composer's musical instructions (See 
figures 3.15, 3.16 and 3.17). This natural singing quality in the motives indicates most 
certainly a derivation from popular songs. Due to the role of these motives as main 
constituents of the whole work, they can also be described as "cells". In all the 
movements, there is a clear basic modal harmony. 
The mentioned motives work as a main "engine" within constant chromatic 
developments, present in all the movements. These chromatic developments are mostly 
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achieved through techniques based on constant repetitions and interactions of these base 
motives. Within these motivic repetitions, a gradual increase in the chromatic level is 
commonly seen, many times transforming and "dissolving" motives based on diatonic 
gestures into purely chromatic gestures. This technique is typical ofLopes-Grar.;:a's later 
period (see figure 4.19). 
~~- ~(1-.~J 
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Figure 4.19. Fernando Lopes-Gra9a: Quase Preludio from Tres Injlorescencias, excerpt from 
page 1 ofthe original score, mm 16-20. Chromatic development with repetition of main motivic 
"cell". Gradual increase in the chromatic level leading to pure chromatic gestures. 
In figure 4.20, one can see the three main melodic motives of each movement. All 
seem to reflect a modal origin and show similar intervallic characteristics, such as the 
presence of at least one (013) collection within them. 
i z i'iJ t3 p II J ; ; J11J J :JJ II ~~rrrJQ - II 
3 
Figure 4.20. Main melodic motives in Tres Inflorescencias.1 st from Quase Preludio, second from 
Quase Aria, and third from Quase Dam;a. 
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In the next example showing the final measures of Quase Aria (figure 4.21), it is 
possible to verify how the second motive is used in the music development. It is altered 
both by appearing in retrograde (in the first two measures of the excerpt), appearing 
chromatically (from the fifth measure), and then through augmentation (last four 
measures). These developmental techniques are also quite common throughout the whole 
piece. 
Figure 4.21. Lopes-Gra<;a: Quase Aria from Tres Inflorescencias, excerpt from page 3 of the 
original score, last 11 measures. 
Despite the chromatic characteristics mentioned, a strong organic feel is always 
noticed at the harmonic level. The main motives derive, as mentioned, from melodic 
gestures with a clear modal harmonic base. A natural chromaticism within the motives is 
quite common, and is derived most likely from modaVtonal relationships typical in 
Lopes-Grac;a. These elements of modaVtonal ambiguity can be seen in melodic gestures 
ofthe motives, sounding as a natural development ofmodals bases through the use of 
accidentals coming from similar tonal keys. These techniques, suggest that the base 
music material is derived from chromatic songs, based on the so-called "exotic" modes. 
Melodic gestures based inC Aeolian for example (like in the Quase Dam;a movement), 
frequently show alternations between the notes A and Ab. These alternations create in the 
listener a constant shift between a feel of C Aeolian (Ab) with an influence from C 
melodic minor (A). This type of harmonic freedom creates therefore a natural melodic 
chromatic character, without disrupting the feeling of a diatonic harmonic base (see 
figure 4.22). 
Figure 4.22. Fernando Lopes-Gra9a: Quase Dan9a from Tres Injlorescencias, mm 5-8. 
Alternation between A and Ab within a C Aeolian mode base. 
This type of natural chromaticism can also be heard as the motivic base of 
constant chromatic groupings of notes, which mostly appear in the developmental 
sections. 
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These chromatic groupings of notes (or cells) mentioned, appear mostly in groups 
of three or four notes, and can described as (012) or (0123) collections, very typical in the 
composers later period. Examples of these collections can be seen on figures 4.19, 4.21 
and 4.23. 
+ + + 
Figure 4.23. Lopes-Gra9a: Quase dam;a from Tres lnflorescencias. Excerpt showing 
developmental "cells" based on (0 12) and (0 13) collections. 
All the movements present a similar formal structure. An "A" section, with 
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introductory material and some elements of development, and a "B" section of clear 
developmental character. The B section always starts within a tempo marking change and 
is based on smaller fragments of the musical material exposed before. These sections can 
contain several subsections in different tempo markings and characters. A small Coda 
section is present in all movements, always beginning in the character of a recapitulation 
of A, but ending using musical elements taken from the developmental section. In the 
case of the first two movements, the coda develops into an ending in anticlimactic 
character (see figure 4.21). 
Particularly in the Quase Preludio movement, it is clear that Bach's music served 
as an inspirational model. Lopes-Gra<;a's interest in Bach's instrumental music can be 
seen in several of his pieces, such as the preludes for piano, and the prelude and fugue for 
violin. The latter, written around the same time as the Tres Inflorescencias, shows as well 
clear similarities to Bach's music, particularly in the prelude. 
Quase Preludio 
In a clear reference to the Prelude from J.S. Bach's first Suite for solo cello, 
Lopes-Gra<;a' s Quase Preludio is also based on arpeggio motives that explore the open 
strings of the instrument and the instrument's natural resonance. It is interesting to note 
that while Bach writes the Prelude of the first cello suite in G major, Lopes-Gra<;a 
chooses a harmonic base for Quase Preludio that can be heard as G Dorian. 
With the exception of two small subsections where the composer writes double 
stops, the musical flow of this prelude is created entirely horizontally. As in Bach's 
Prelude from the first suite, however, there is clearly induced sense of voicing. This can 
be seen in a clear feeling of on an upper voice in singing style with a lower voice (or 
voices) of harmonic support character. The singing character of the upper voice is 
reinforced by Gra<;a's markings cantabileL and poco cedendo, written in the first four 
measures of the Prelude (serving as an example for the rest of the movement), and 
directed to specific moments of expansion of the upper voice (see figure 3 .15). 
Quase Aria 
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Lopes-Gra<;a calls this movement Quase Aria [almost Aria], suggesting a natural 
vocal singing style for the movement. 
Lopes-Gra<;a's main melodic and rhythmic motives are in this movement more 
clearly derived from a melody source. In here, all the main motives are most likely 
"fragments" derived from a Portuguese folk song. 
The main musical idea behind the movement is of singing melodic motives in a 
higher voice, accompanied by a lower voice. This lower voice can appear sometimes in 
the form of short harmonic bass notes, others as simple percussive musical elements, and 
others as an independent contrapuntal voice. 
Very constant in this movement (and typical of the composer), are moments of 
repetitive use of small musical fragments within chromatic developments, and melodic 
fragmental developments launching many times new sections or subsections. All of the 
characteristics mentioned can be seen in the following excerpt from figure 4.23 . Note for 
example how the lower voice changes, working as a simple bass note in the first two 
measures, and transforming into a voice with a more contrapuntal role in the third 
measure. 
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Figure 4.24. Lopes-Gra9a: Quase Dam;:a from Tres lnjlorescencias, excerpt from page 3 of the 
original score, mm 28-36. Different roles of the lower voice, and development through repetition 
of motives and chromaticism. 
The length of the measures is variable, and is directly related to the melodic 
direction of the motives. This rhythmic irregularity is noticeable not only in the 
variability of the measures, but also in the articulation details that Lopes-Grac;a leaves to 
the interpreter throughout the entire movement. As examples, I cite from figure 4.25 the 
dash on mm 2 of the excerpt indicating a small reinforcement of a note that falls on a 
weak beat, the poco s.fforzando in mm 23 in a week part of the beat, and the crescendo 
followed by a diminuendo towards a week part of the beat in mm 61. 
Figure 4.25. Lopes-Gra9a: Quase Aria from Tres Injlorescencias, excerpt from page 3 of the 
original score, mm 22-23 . Sfforzando in weak part of the beat, mm 23. 
The constant use of double stops in order to create a polyphonic effect in the cello 
part is a constant throughout the movement. Within these "vertical" effects, it is 
interesting to notices how the composer uses at instances simple contrapuntal gestures of 
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contrary motion between two singing lines. This use of the cello's polyphonic potential is 
an interesting example of virtuosic and sound effect exploration of the instrument. 
Through double-stops, the cello creates a sound effect of consecutive and different 
vertical intervals (see figure 4.24). 
Quase Danr;a 
This movement, as indicated in the name [Almost Dance], is built from motives 
with a general character of popular dance. The most important basic rhythmic cells, 
which give the movement its basic character and pulse, are based on groupings of eight 
notes and syncopations between eighth notes and quarter notes. The tempo marking 
chose by Lopes-Grac;a is 120, a moderate to fast tempo, which enhances this dance like 
fell. Harmonically, the movement is based inC Aeolian, being quite very free in its 
development, which is based on the constant use of chromaticism. Despite the 
chromaticism, a constant feel of a modal center is always felt. It is interesting to mention, 
that chromatic developments in the music lead at some point to a sections of the piece 
based inC Phrygian, functioning here as a kind of parallel key. 
Lento cJ = 56) (["' 
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Figure 4.26. Lopes-Gra9a: Quase Dam;a from Tres Injlorescencias. Beginning of subsection 
based in C Phrygian mode, mm 73. 
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The voicing of the movement can be perceived in two main parts: a lower voice 
of accompanimental character, and a higher voice of a more melodic character. The 
melodic motives are in their nature both vocal and very ornamented. 
The accompaniment voice appears in several different ways. Sometimes it 
appears as a rhythmic and harmonic support, sometimes in a more melodic way and 
others as a simple percussive device (see figure 4.27). 
J = 120 pococed. ~ ~: n R In R IJ) tiE' l#f 'G l'r ll~p'trf"r I 
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Figure 4.27. Lopes-Gra<;a: Quase Dan9a from Tres Injlorescencias. Three examples of different 
types of interaction between the two basic voices. 
As seen in figure 4.27, the two voices interact with each other both horizontally 
(as a sort of melodic question and answer) and vertically. This organic interaction 
between the voices is one of the most interesting aspects of this movement. It is strongly 
related to how the musical material is developed and to the formal structure of the 
movement. Different subsections of this movement show, as one of their specific 
characteristics, the differences between these interactions. Lopes-Grac;a often reinforces 
the musical separation between these two voices through musical instructions in the 
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score. The next example from figure 4.28, shows the different articulation written for 
each voice. 
>- >- >- >- >- >-
Figure 4.28. Lopes-Grac;:a: Quase Danc;a from Tres lnjlorescencias. Excerpt showing differences 
in the articulation of the different voices. 
Instrumentally, this is the movement that explores the greatest range of sound 
effects in the cello. These effects, such as the use of "false" harmonics and percussive left 
hand pizzicatos, help to reinforce the folk character of the movement, as their sonority 
can be easily connected to the sonorities of instrumental folk music. 
Adagio Edd Alia Danza 
Written in 1965, Adagio edd Alia Danza is a piece in two movements, based on a 
transcription for cello and piano of the solo piano pieces Preludio XVIII and Preludio X. 
These piano pieces, are part of the set of pieces Vinte e Quatro Preludios [Twenty Four 
Preludes] for solo piano, written from 1950 to 1955 and dedicated to the composer Luis 
de Freitas Branco. 
The titles of these preludes vary from traditional movement titles to titles that 
might suggest a popular or folkloric character as base, such as Rustico, Allegreto 
Pastorale and Moderato Alia Danza. The original titles (from the piano pieces) of the 
movements transcribed for cello are Adagio con Duolo and Moderato Alia Danza. Lopes-
Gra9a composed the piece in two movements of contrasting character, the second 
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movement being clearly influenced in character by folkloric imagery. 
Lopes-Gra9a did not dedicate these transcriptions to any cellist, and the reason for 
the transcriptions seems to be unclear, since the piece was not performed for several 
years. Adagio Edd Alia Danza was first played only in 1973 by the cellist Ch~lia Vital and 
the pianist Joao Paulo Santos, for the recording of a disc ofLopes-Gra9a's works for 
cello at the studios of Valentin the Carvalho. 
Both movements are, in general terms, organized as a melodic line played by the 
cello, with an accompanimental part played by the piano. When comparing the piece to 
the original solo piano pieces, one can see that Lopes-Gra9a took the cello part directly 
from a clear melodic voice in the upper line of the right hand of the piano. 
Adagio con duolo 
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Figure 4.29. Lopes-Grac;:a: Adagio con duolo from Preltidio XVIII for solo piano, mm 1-4. Main 
melodic line in the upper voice. 172 
It is important to mention that the adagio movement is both a transcription and a 
transposition of the original. The original piano piece was written in the key signature of 
172Later adapted as the cello part in the version for cello and piano. 
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A minor, and the cello version in the key signature of G minor. The movement Alia 
Danza is written in both versions without a key signature. 
These pieces can be considered as typical ofLopes-Gra9a's second compositional 
period, where influences from folklore are clear, as well as a well-defined tonaVmodal 
center. They already possess, however, some characteristics that are more typical of a 
later phase of the composer. The most notorious of these, is the "economy ofmeans"173, 
seen for example in the main melodic motives from both movements. The melodic 
material in both pieces is based on small cells, which sound either like a fragment of a 
melody or a collection derived from a diatonic/chromatic development. 
When observing the main melodic motives (see figure 4.30), it is clear a 
fragment-like character in the melodic gestures. 
Figure 4.30. Lopes-Grac;a: main cell from Adagio and two main cells from Alia Danza. 
These motives can also be seen as typical collections used by the composer. The 
first one, for example, being a (0123) collection, and the third a group oftwo (013) 
collections. 
173Peixinho, "Lopes-Grac;a: Uma Nova Luz," 13 . 
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In both movements, and despite the fact that a key signature is written in the 
adagio movements, one cannot talk about a real sense of tonality. One can, however, talk 
about tonal centers, modal centers or pitch centers. 
The harmonic structure in both pieces is built from chord structures of either 
polytonal/modal chords or stacks of fourths or fifths (see figures 3.11 and 3.12). In terms 
of base keys, one can consider the Adagio movement to be based in G Aeolian and the 
Alia Danza in E Aeolian. As typically seen in Grac;:a' s compositions, the chromatic nature 
of melodic motives and the developmental parts in general, uses notes borrowed from 
close tonal keys. This can be easily seen, for example, in the main melodic motive of the 
adagio movement, which, in its chromatic character contains notes that can be considered 
both from G Aeolian and from G melodic minor (See figure 4.29). 
Another typical characteristic of Lopes-Grac;:a seen in both movements, is a 
connection between a specific tonal/modal or pitch center and the different sections, with 
these showing a tendency for higher and higher chromatic complexity along the piece. In 
the excerpt shown in figure 4.31 from the Alia Danza movement, a tonal/modal center 
area of C can be felt, switching later into a center area of G, which will be the 
tonal/modal base for the poco piu mosso section. The chords in this part of the piece are 
based on stacks of fifths and triton relationships. They create, at instances, effects of 
"false" bass notes (such as the C# on the piano part, right on the first measures of the 
excerpt) and of exoticism in the harmony. The poco avivando in the sixth measure of the 
excerpt, also helps to launch the new section. 
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Figure 4.31. Lopes-Grac;:a: Adagio Edd Alia Danza, page 2 of the original score, rnrn 27-36. 
Showing transition to piu mosso section through harmonic and tempo changes (poco avivando). 
Quatro Invenc;oes para Violoncelo Solo 
This four movement solo cello work in was written in 1961 and was dedicated to 
the Portuguese cellist Filipe Loriente. The movements of this piece are Allegro, Andante, 
Vivace and Lento. Since most of the characteristics within this piece have already been 
discussed in the analysis of the other works of this chapter, a deeper formal analysis of 
this piece is not included here. Some specificities of this work are however worth 
mentioning. 
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From all of the works for cello, this is the one with a more traditional choice in 
the names of the movements. Despite their apparent classical form, these movements are 
quite free in their development, not showing many times a clear traditional sense of form. 
Seen through the name of the work, Quatro Invem;oes [Four Inventions], an attempt for a 
free formal structure seems apparent. A sense of structure in all the movements will 
basically be given by reappearances of the main motives of each movement, after periods 
of motivic and harmonic development. 
As in other pieces from this period, the movements are here based on small 
motivic structures. When compared to other motivic structures such as in the work Tres 
Injlurencencias (written in 1973) however, they do not appear to be as small and show a 
higher degree of lyricism. Within these motives, it is possible for example to hear them as 
melodic fragments from melodies with natural chromaticism, modulation or tonal 
ambiguity within them. 
Elements of exploration in instrumental color and effects, as well as virtuosity 
many times mixed with elements of lyricism, are a constant in the work. The movement 
Lento, with a very clear use of polyphony in the double stops in the cello for example, 
(similar to Quase Aria from Tres Injlurenscencias) can be see as a good example of 
Lopes-Grac;a' s use of extreme lyricism mixed with instrumental virtuosity. 
Regarding the harmonic characteristics of this piece, the specificities found in this 
work are in the nature of the small motives mentioned. In all the movements, these small 
motives appear always at the beginning of each movement. They are then developed by 
the cello through clear elements of inversion, rhythmic expansion and register 
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exploration. Certain typical characteristics ofLopes-Gra9a such as repetition of motives 
or fragments of motives in order to launch new sections or subsections will be a constant 
in these pieces. 
In the example on figure 4.32 from the movement Allegro, it is possible to see 
how the main motive of the piece, seen in the first two measures, is right away in the next 
measures developed through inversion. 
P subito, non legato cresc.. ... . ... . .... F (non troppo) piu legato 
Figure 4.32. Lopes-Gra<;:a: Allegro from Quatro lnvenfoes para Violoncelo Solo, mm 1-8. Main 
motive in the two first measures developed through Inversion repetition of fragments . 
On figure 4.33, it is noticeable how this same motive reapers in two other 
instances of the piece in a different character. This return of the motive, much as a kind 
of ritomello, enhances in the listener a clear organic feel in the piece. 
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Poco meno mosso 
,,J IH"F F -D~fl Ill J Jd }J J I
~ - -
, a tempo 
mp, sonora sempre um poco marcaro 
p sonora 
Figure 4.33. Lopes-Grac;:a: Excerpts from the Allegro movement in Quatro Invenr;oes para 
Violoncelo Solo, mm 20-22 and 21-23. Reappearance of the main motive in different characters. 
On Figure 4.34, we can see the main motives from the movements Andante and 
Vivace. These motives still show a certain lyrical singing character within them despite 
their fragment like character 
Andante ( J = 56) 
p dolce 
!J: nt t t t t t II 
3 3 
Vivace (J = 144) 
. . . . . . 
puma d'arco tm 
poco sui pomiccllo 
II! r r t t t t 1e e e e e e 1 
3 3 3 3 
P leggiero 
Figure 4.34. Lopes-Grac;:a: Main motives in Andante and Allegro from Quatro Invenr;oes para 
Violoncelo Solo. 
In all the movements, a clear development through chromaticism is common. 
These chromatic developments can be heard as typical developments (ofthe composer) 
within a modaVtonal thought. Right at the beginning of the Allegro movement, for 
example (figure 4.32), it is noticeable in the main motive a tonaVmodal center of what 
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can be heard as F Dorian. Certain chromatic alterations such as E natural and B natural, 
create in the listener the impression that the music could also be in F harmonic minor, or 
that it is naturally modulating to a Dominant key. This naturally sounding chromaticism 
from the main motives, is present in all main motives (or gestures) in all movements, and 
is explored through the whole piece. The chromatic developments are always felt as 
derived from the basic melodic material, and essential therefore in the creating of a 
constant organic feel within the piece. 
These developmental characteristics are (in terms of a general sense of 
development in the movements), always felt as "musically enhanced" by technical 
exploration ofthe cello through, for example, extreme changes of register, complex 
arpeggiated gestures or effects such as artificial harmonics or virtuosic sounding 
pizzicatos. It is interesting to refer as well, the extreme virtuosity of the movement 
Vivace, where Lopes-Grava clearly specifies the use of the virtuosic spiccato bow stroke 
(see figure 4.34). 
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CONCERTO DA CAMERA COL VIOLONCELLO OBBLIGATO 
Background 
The Concerto da Camera col Violoncello obbligato is considered one the most 
important works of Lopes-Gras:a' s mature compositional style. In a letter to his friend 
Jose Joao Cochofel on July 19th 1969, Lopes-Gras:a himselftalks ofthis work in the 
following way: 
"I got the impression that you didn' t enjoy that much the Concerto Da Camera 
we listened to again there at your place, on magnetic tape. Or am I mistaken? For me, I 
have the conviction that it is the 'thing' of biggest consequence and responsibility 
(technique-wise and esthetically) that I have put together so far." 174 
Written between 1965 and 1966, Lopes-Gras:a' s Concerto da Camera col 
Violoncello obbligato resulted from a request by the Russian Cellist Mstislav 
Rostropovich for a new piece for solo cello and orchestra. 175 During the month of 
December 1964, Rostropovich was in Portugal at the invitation ofthe Circulo de Cultura 
Musical. During his visit, he was exposed to the music of Fernando Lopes-Gras:a while at 
an event promoted by the record company and publisher, Valentin de Carvalho. At this 
event, he was able to listen to both choral and instrumental works by the composer. 
Consequently, Rostropovich developed an interest in Lopes-Gras:a's work. His new 
awareness of the Portuguese composer, combined with a constant interest in enlarging his 
solo repertoire, led Rostropovich to ask Lopes-Gras:a to compose a cello concerto. 
174Lopes Gra<;a, letter to Jose Joao Cochofel , July 19, 1969. 
175Soviet artists where not allowed at the time to either officialy commission works, or 
pay for any commission as Quoted in Yan Mikirtumov, "Redu<;ao para Piano: Tres 
Especificidades" (PhD dissertation, University ofEvora, 2013), 72. 
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Rostropovich himself asked Lopes-Gra<;a to write the concerto for a smaller sized 
orchestra in order to facilitate the logistics of the events where the concerto would be 
performed. 176 The Concerto da Camera col Violoncello obbligato resulted from these 
interactions between the two musicians, and out of a feeling of mutual respect. The 
concerto was, naturally, dedicated by Lopes-Gra<;a to the Russian cellist. 
Aspects regarding the musician' s joint work and mutual respect can be seen in the 
correspondence between both. Due to Lopes-Gra<;a' s political situation in Portugal, some 
ofthis correspondence was seized by the Portuguese Political Police (PIDE). Some of the 
PIDE files regarding Lopes-Gra<;a, however, are now available at the National Archives 
of Torre do Tombo in Lisbon, and include some ofLopes-Gra<;a's correspondence with 
Rostropovich. Due to the fact that some ofLopes-Gra<;a's archives are not yet available 
for consultation, there is the possibility (although not clear), that some oftheir 
correspondence is still unavailable. 
In their correspondence that can be found between both musicians, a respect for 
each other is evident, as well as a serious sense of collaboration regarding some of the 
composer's choices (particularly in the solo cello part). The available correspondence can 
be found at the Museu da Mitsica Portuguesa (mostly correspondence from Rostropovich 
to Lopes-Gra<;a), at the Arquivo Nacional da Torre to Tombom [Torre do Tombo 
National Archives] in Lisbon in the old files from the Political Police (PIDE) (from 
Lopes-Gra<;a to Rostropovich) and at Mstislav Rostropovich's personal archive in Saint 
176Mario Vieira de Carvalho, "Rostropovich eLopes Gra9a," Vida Mundial, June 20, 
1969, 49-50. 
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Petersburg (one letter from Lopes-Gras;a to Rostropovich). 177 From all of the files of the 
political police regarding Lopes-Gras;a, only a few are possible to access. The research 
material coming Rostropovich's personal archive in Saint Petersburg will be mentioned 
as a secondary source from the research work made by the pianist Y an Mikirtumov 
regarding his Doctoral dissertation partly dedicated to the Concerto da Camera col 
Violoncello Obbligato. 
In their correspondence, Lopes-Gras;a and Rostropovich refer to issues regarding 
the preparation of the score and the solo cello part, the premier of the concerto, and the 
possibility ofLopes-Graca traveling to Moscow for the premier. Most of their 
correspondence was originally written in French. 
Along with a letter sent to Rostropovich on January 7 of 1966, Lopes-Gras;a sent 
to Rostropovich two copies of a piano reduction of the Concerto. 178 
177Mikirtumov, "Redu9ao Para Piano," 76. 
178This piano reduction, "Particella," has not yet been authorized for consultation by the 
family ofLopes-Graca, with the exception ofthe first page, whose authorization for consultation 
was given to the pianist Yan Mikirtumov. 
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Figure 5.1. Lopes-Gra9a: 1st page of the "Particella" (Lopes Gra9a' s piano reduction of the 
) 179 Concerto da Camera . 
Excerpts from the mentioned the letter are transcribed below, showing how 
Lopes-Gra9a presents specific questions regarding the preparation of the cello part. 
179Seen in: Mikirtumov, "Redu9ao Para Piano," 71. 
126 
"On one of the copies, you will be so kind to write, in red, 
on the solo part, everything you think that might not adapt 
to the instrument at the technical level. You can erase or 
introduce what seems better to you, correct bowings, make 
suggestions etc. . . . You will make a true revision of the 
violoncello part, as only you can and know how ... " 180 
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Regarding this letter, Rostropovich answers Lopes-Gra<;a in a telegram sent from 
Moscow in March 1966. This telegram was originally written in English. 
"Overwhelmed by your mighty talent, my love and gratitude have no bounds, 
devotedly working at your brilliant composition, sending you a copy with a small number 
of my wishes. I very much wish the score to be as transparent as possible. Yours ever. 
, !81 
During July 1966, Rostropovich sent another letter to Lopes-Grac;a (originally in 
French) from Dublin, where, among other things, he mentions the possibility of a world 
premier in Moscow, as well a visit to the city by Lopes-Graca, in order to watch the 
premier and to help work on musical details. 
"My dear Master, Please forgive me for having taken so 
long to answer your letter. First, I was sick, and secondly I 
had to have my concert obligations. Therefore, it was 
difficult for me to take care of my most important and 
pleasurable matters. 
Right now, after having given my last concert in 
England, I will be back to Moscow in two days. There, I 
will finally study your piece. I would like to ask your 
permission to give the premier performance in Moscow at 
the end ofNovember. 
18
°Femando Lopes-Grac;a, letter to Mstislav Rostropovich, January 7, 1966, quoted in 
Mikirtumov, "Reduc;ao para piano," 72. 
181 Rostropovich, telegram to Lopes-Grac;a, Moscow, March 19,1966. Lopes-Grac;a 
personal documentation at the Museu da Musica Portuguesa, Cascais. 
I have already finished the agreement with M. 
Khrennikov, president of the Union of the Soviet 
Composers, that you will be officially invited to Moscow to 
watch this event. I hope that you will be able to arrive 
about ten days before, in order to clarify some details in the 
solo part. 
I would like to ask you that you write back to me as soon 
as possible the address to where this invitation should be 
sent. 
Once again, please let me thank you warmly for you 
master piece. 
Always yours. Rostropovich."182 
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The problems of communication between the two musicians can be seen in two 
letters sent by Lopes-Gra9a between August 1966 and January 1967. In the latter, Lopes-
Gra9a mentions the fact that he has not heard any news from Rostropovich after the letter 
sent during August 1966. In earlier letter from August 1966, Lopes-Gra9a mentions the 
possibility of his invitation to Moscow being sent through his nephew Pedro Avelar, who 
lived in Paris atthe time. He also mentions his waiting for the cello part to be sent by 
Rostropovich, with his notes and suggestions. 183 
After months without hearing anything from Rostropovich, Lopes-Gra9a even 
begins to question the will of the cellist to continue with their joint project, as seen in the 
letter from January 1967 just mentioned. 
"Dear Mr. Rostropovich, since I have not received any news from you, I ask 
myself if you received my letter from August 6th 1966, in answer to yours from July 1oth 
1966 written in Dublin ... It is also possible that after a mature reflection, you have 
182Rostropovich, letter to Lopes-Gra~a, Dublin, July 10, 1966. MMP. 
1 83 Lopes-Gra~a, Letter to Rostropovich, Parede, August 6, 1966. MMP. 
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decided not to play the Concerto da Camera that I had the honor to write for you . .. " 184 
Both letters mentioned in this excerpt were apprehended by PIDE, most likely 
never arriving at their destination. 
On June 1967, Rostropovich was able to send a letter to Lopes-Grac;a from Paris 
through the Gulbenkian Foundation. 185 In this letter he mentions the possibility of a world 
premiere of the piece, to take place on October 1967 and the possibility of a visit to 
Moscow by Lopes-Grac;a, mostly in order to work on ensemble parts. 
"My dear friend, I wouldn't know how to tell you to 
which point I feel guilty towards you. My silence is 
unjustifiable. The only thing that I can say is that I come 
from spending six months in the United States, and that I 
just came back. 
My dear friend, I can let you know one date for the 
performance of your work in Moscow: October 6th 1967, at 
the Grand Hall of the Conservatory, with the Moscow 
Philharmonic Orchestra under the direction of Kondrashin. 
I am counting on your arrival around October 1st, so 
that we can work on some of the ensemble parts. Around 
the same time, we would make the recording for a disk. 
I have already written to the Gulbenkian Foundation, to 
give me my agreement to play at the 1969 festival and it is 
demanded that your piece should be part of our program. 
Naturally, I have the intention to interpreting it frequently 
on other occasions. 
Waiting for an answer as fast as possible, cordially 
yours, Rostropovich. 
PS. Please write me to Moscow, where I will arrive today, 
and where I don' t rest for a single day." 186 
184Lopes-Gra((a, Letter to Rostropovich, January 19, 1967. Letter belonging to PIDE files 
regarding Fernando Lopes-Gra((a, at the Torre do Tombo National Archives. The available letters 
are translated to Portuguese from the originals in French. 
185Mikirtumov, "Redu((iiO Para Piano," 75. 
186Rostropovich, letter to Lopes-Gra((a, Paris, June 17, 1967. MMP. 
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Enlisting again his nephew Pedro A velar as intermediary, Lopes-Grar;a sends 
another letter to Rostropovich in August 1967. As mentioned in a letter sent to Pedro 
A velar in the same envelope, it was also important that the scores would be sent safely to 
Moscow and as soon as possible, in order for things to be prepared for the premier of the 
concerto. "The premier of the concerto is on October 61\ and the material has to arrive 
there before for the rehearsals ... " Lopes-Grarya mentions to Pedro A velar that even 
though he was planning to send the score material himself, he might also ask him to be an 
intermediary for that task. He suggests that in that case, there would also be the 
possibility of solving the problem by diplomatic means, such as through the Roman 
Embassy in Paris, where he had some contacts. 187 
In the letter to Rostropovich included, Lopes-Grar;a mentions to Rostropovich a 
previous letter sent by him in response to his letter from June 1967 to which he had not 
gotten an answer. 
" ... [N]ot having heard from you, I wonder ifyou received my last letter in 
response to yours, where you informed me about the premier of my Concerto da Camera 
col Violoncello Obbligato . .. "188 
In this previous letter mentioned by Lopes-Grarya in this letter from August 1967, 
he had referred to the possibility of sending all the material already in the end of July, 
although preferring to finish a final version after incorporating suggestions by 
187Lopes-Gras;a, letter to Fernando Avelar, Parede, August 8, 1967. National Archives of 
Torre do Tombo. 
188Lopes-Gras;a, letter to Rostropovich, Parede, August 8, 1967. National Archives of 
Torre do Tombo. 
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Rostropovich, relative to the violoncello obbligato part. 189 
Lopes-Gra9a mentions as well in this letter, the fact that an official invitation for 
the premier of the concerto had never arrived. He also mentions the different possibilities 
of how to send the score material. "All of the material is ready and I will try to send it to 
you immediately either by plane or by diplomatic mail, a safer method, in case things can 
be organized in Paris regarding that possibility. 
" ... [R ]elated to my VISit in order to watch the 
concert, I am not sure yet on how things can be conciliated, 
also because the invitation from the Composers Union that 
you mentioned ... I never got it. 
Waiting for news from you, I ask you my dear friend that 
you believe in my gratitude. 
PS. would you like to take note of my nephew's new 
address? ... " 190 
Having in count that these last letters mentioned are part of the PIDE archives, 
one can speculate, that they most likely never reached their destinations. 
"It is to this day unknown how the music material arrived to Moscow,"191 but the 
concerto was premiered as planned on October 6t\ 1967 at the Moscow Conservatory's 
Grand Hall. 
189Mikirtumov, "Tres Redw;:oes,", 75. 
19
°Fernando Lopes-Gra<;:a, letter to Mstislav Rostropovich, August 8, 1967. Torre do 
Tombo National Archives . 
191Mikirtumov, Tres Redu<;:5es," 75 
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Figure 5.2. Newspaper article from Russian newspaper, announcing the premier ofthe Concerto 
da Camera. The arrow indicates lopes-Graya' s name. (Image reprinted by permission of the 
Museu da Musica Portuguesa- Casa Verdades de Faria , Camara Municipal de Cascais). 
The next known direct contact between the two musicians is from March 1969, 
through a letter sent to Rostropovich by Lopes-Gra<;a, where he shows some concerns 
regarding the possibility of a Portuguese premier of the Concerto da Camera with the 
orchestra of the Gulbenkian Foundation. At that time, the relationship between Lopes-
Gra<;a and this institution was at a low point, mostly because of relations with the director 
of the music department (Madalena de Azerdo Perdigao) and because of political 
d. 192 1vergences. 
"Circumstances that repudiate my moral, and even civic 
feelings, make me look with profound dislike, at my 
Concerto da Camera col Violoncello Obbligato in the 
program for the next Gulbenkian music festival, even if it 
has an interpreter of the highest prestige, such as yourself. 
Leaving it entirely to you the freedom regarding your final 
decision, allow me to express through this letter, an eager 
feeling: That you will eliminate from your concert in 
Lisbon, the work which I had the honor to write by your 
special request" .193 
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The Portuguese premier of the piece, however, took place as planned on June 6th, 
1969 at the Rivoli theatre with Rostropovich as the soloist. The concert was part of the 
XIII Festival Gulbenkian de Musica. The orchestra performing was the Gulbenkian 
Chamber Orchestra, and the conductor was Gianfranco Rivoli. 
It is important to mention that this concert was announced as a world premier, 
probably because of a general unawareness of the Moscow premier, including by Lopes-
Gra<;a himself. 194 
It is interesting to note that Lopes-Gra<;a was happy with Rostropovich's 
interpretation, even though, according to him, both the level of the orchestra and the level 
of the conductor were behind the cellist's artistic leve1. 195The pianist Olga Prats, who was 
playing the piano part of the concerto, and therefore witnessed the rehearsal process, 
192Mikirtumov, "Tres Redw;oes", 76. 
193Lopes-Gras;a, letter to Rostropovich, March 30 1969, quoted in Mikirtumov, "Tres 
Redw;oes" 76. 
194Mikirtumov, "Tres Redus;oes", 77. 
195Lopes-Gra<;a, letter to Rostropovich, June 19, 1969, quoted in Mikirtumov, "Tres 
Redus:oes," 77. 
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shares the following opinion. According to her, the conductor was definitely not at the 
level of the score, in such a way that Rostropovich suggested after the first rehearsal, a 
second rehearsal without the conductor, where he himself would conduct and give the 
entrances. During dress rehearsal, even with the conductor present, the person who was 
actually conducting was Rostropovich. 196 
The cellist Maria da Conceic;:ao de Macedo, principal cellist of Gulbenkian at the 
time, shares similar views, remembering a "general discontent among the orchestra and 
the soloist." 197 
In an article from June 1966 (soon after the Portuguese premier) dedicated to 
Rostropovich and Lopes-Grac;:a's joint work, Mario Vieira de Carvalho refers to this 
concert as the event that caused the most sublime moments of the XIII Festival 
Gulbenkian de Musica. Carvalho was extremely complementary ofRostropovich's 
interpretation, stating that he possessed "a musicianship and power of communication 
outside of the ordinary." He also writes that Rostropovich ended up functioning "both as 
a soloist and as a conductor ... " 198 Not writing specifically about either the orchestra or 
the conductor's work, Carvalho seems here to be reinforcing the information given above 
by Maria de Macedo. 
In this same article, Vieira de Carvalho mentions as well the "new" awareness of 
the Moscow premier, and the possibility of a recording project of this cello concerto for 
196Information taken from: Olga Prats, phone conversation David Cruz, December 28, 
2012; and Mikirtumov, "Tres Redw;:oes," 77-78. 
197Maria Macedo, interview with author, personal interview, Santo Tirso, Portugal, 
August 15,2013. 
198Carvalho, "Rostropovich eLopes Grac;:a", 50. 
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Deutsche Gramophone, with Rostropovich as a soloist with Amsterdam' s Chamber 
Orchestra. This project would never move forward. 
After this event, Rostropovich and Lopes-Graya, stayed in touch regarding the 
possibility of an edition of the concerto for the French publisher Jobert (Editions Jobert-
Paris). After receiving from Rostropovich, copies of the concerto with proposals from the 
cellist, Lopes-Gra9a sent a letter to Rostropovich in June 1969, with his counter proposal 
and opinions regarding this matter. Here, he shows some clear differences of opinions. 
" [I]n certain passages, I don' t completely agree with your version, in particular in 
what is related to the cuts between measures 177 to 195, which I replace by a new version 
... this cut damages the logical flow of the musical discourse." 199 
Due to the speed with which the French publisher wanted Lopes-Graya' s work 
published,200 and to the fact that his communication with Rostropovich' s was probably 
again cut by PIDE (an answer from Rostropovich never arrived), Lopes-Graca in the end 
R . h' . £ bl ' . 201 sent ostropov1c s versiOn or pu 1cat10n. 
At the Museu da Musica Portuguesa, manuscripts of both versions are available. 
The version used for this project is the version Lopes-Graya intended to be the fmal one. 
This last version has been used for several performances and recordings since that time, 
and is nowadays considered the standard version. 
Since the edition from Editions Jobert however, no other edition has been made 
199Lopes-Graya, letter to Rostropovich, June 19, 1969. MMP, quoted in Mikirtumov, 
"Tres Reduy5es," 78. 
200This urgency was in part related to a possible presentation ofthe piece in London with 
Jacqueline Du Pre as a soloist as quoted in Mikirtumov,"Tres Reduy5es," 78. 
20 1Ibid .. 
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of this concerto. According to Nuno Femades, director of Ava Edif;oes in Portugal, 
Editions Jobert has so far neither reedited the concerto, nor given permission for another 
editor to do so.202 
In the manuscript used for this dissertation project, there are specific technical 
indications for the Cello Obbligato (solo) part, such as fingerings and bowings(many 
times showing as corrections), which likely came from Rostropovich's study of the score 
and work on the solo part. 
To end this subchapter, it is important to reference an interview given by 
Rostropovich in 1996 to Elizabeth Wilson203 , who, when asked about this concerto, talks 
about the composer and his work in the following way: 
"Whenever I was in a foreign country, I always looked 
for the most interesting composers ... [H]e (Lopes-Gra<;a) 
composed a chamber concerto, which I played in my cycle 
in Moscow ... [H]e was one of the most talented composers 
in Portugal, and I have very high opinions regarding his 
work. This concerto is a very good work, and it is very far 
ahead of his time. I think that when this CD is to be 
released, there will be a great interest in Portugal regarding 
this work ... Right now, nobody is playing it."204 
202Nuno Fernandes, email to the author, December 4, 2013. 
203 Author of the book, Rostropovich: The Musical Life of the Great Cellist, Teacher and 
Legend. 
204Mikirtumov, "Tres Reduy6es," 79. 
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Important recordings and public performances 
Despite the clear importance that Lopes-Gra<;a gave to the project, the cello 
concerto has been overshadowed in legacy by other important works from the same 
phase, such as the chamber music work, Canto de Amore Marte, and Requiem para as 
Vitimas do Fascismo. This lack of prominence ofthe Concerto col Violoncello Obbligato 
is apparent in the scarcity of performances and recordings of the piece.205 
The following is a description of the recordings and performances?06 
Recordings 
October 61h 1967: Mstislav Rostropovich (violoncello) with Moscow 
Philharmonic Orchestra under the direction of Kiril Kondrashin at the Grand Hall 
of Moscow Conservatory (world premier); 207 
June seventh 1985, Maria Jose Falcao (violoncello) with Budapest Symphony 
Orchestra under the direction of Gyorgy Lehel;208 
February 4ht 1995; Irene Lima (violoncello) with Orquestra Classica do Porto 
d h d. . AI' C 2o9 un er t e uect10n varo assuto; 
205 As seen in: Silva, Tabua Postuma. 
206Based on: Mikirtumov, "Tres Redw;;oes," 81. 
207Lopes-Grac;:a, "Concerto da Camera col Violoncello Obbligato," in The Russian Years, 
M. Rostropovich, EMI, 1997. (live recording) 
208Lopes Grac;:a, Concerto da Camera col Violoncello Obbligato, violoncelo Maria Jose 
Falcao, Budapest Symphony Orchestra, dir, Gyorgy Lehel, Portugalsom, 1987. 
209Lopes-Grac;:a, Concerto da Camera col Violoncello Obbligato, violoncello Irene Lima, 
Qrquestra Classica do Porto, dir. Alvaro Cassuto, RDP Archives, 2006. 
"Lopes-Grac;:a I Concerto da Camera col Violoncello Obbligato," YouTube (Violoncello, 
Irene Lima; dir. Alvaro Cassutto; Orquestra Nacional do Porto). 
http://www.youtube.com/watch?v=8HMTi30dnlE (accessed Junel4, 2012). 
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Public performances 
October 6th 1967: Mstislav Rostropovich (violoncello) with Moscow 
Philharmonic Orchestra under the direction of Kiril Kondrashin at the Grand Hall 
of Moscow Conservatory (premier); 
June 6th 1969: Mstislav Rostropovich (violoncello) with Gulbenkian Chamber 
Orchestra under the direction of Gianfranco Rivoli at the Tivoli Theatre in Lisbon 
May 11th 2006: Ivan Monighetti (violoncello) with Gulbenkian Orchestra under 
the direction ofMuhai Tang at the Grand Hall ofCaloust Gulbenkian Foundation 
in Lisbon; 
July 20th 2006: Maria Jose Falcao (violoncello) with Orquestra do Algarve under 
the direction of Osvaldo Ferreira at Hotel Palacio- Sala Atlantica in Estoril, 
Portugal210; 
November lOth 2012: Paulo Gaio Lima (violoncello) with pianist Yan 
Mikirtumov; first performance with piano reduction, at the Colegio Mateus 
d 'Aranda Auditorium in Evora (Portugal); 
March 31st 2012: Pavel Gomziakov (violoncello) with Orquestra Metropolitana 
de Lisboa under the direction of James Jad at the Centro Cultural de Belem, 
Lisbon. 
General Structure 
By calling this piece Concerto da Camera Col Violoncello Obbligato, Lopes-
Gra<;a shows that his thought for a general formal structure of the piece was based on the 
21 0 As part of the Second Music Festival of Estoril. 
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idea of the Baroque concerto. The piece is organized in three movements (Allegro 
Moderato, Andante and Finale) with a classical sequence of fast-slow-fast characters. 
This piece, as in the Baroque concerto grosso, features several solo instruments, but with 
a much greater preponderance of the solo cello (violoncello obbligato), which assumes a 
major role in the musical development of the piece. Also as in the concerto grosso, there 
is a clear contrapuntal relationship between the soloists. Moments of tutti, though not as 
frequently as in a traditional concerto grosso, take place in instances of the piece related 
to the beginnings of new sections. The concerto is scored for chamber orchestra, rather 
than a full symphony orchestra, and the instrumentation of the whole work is the 
following: 
Soloist; Violoncello Obbligato 
Percussion; Timpani, Xylophone and Percussion 
Keyboards; Celesta 
Strings (plucked and bowed); Harp, violin 1, violin 2, Cello and Double Bass. 
As in the Baroque concerto grosso, several instruments have important solo roles 
throughout the piece. This is mostly noticeable in the 1st violin, piano, clarinet and oboe. 
The musical form of the movements does not follow a standard classical form. In 
all of the movements, however, one can detect several sections based on a specific 
treatment of the motives being developed. Often divided between a climatic moment and 
a moment of musical release, the sections have their own character regarding 
harmonic/melodic treatment and instrumental color. These sections always feel strongly 
interconnected, giving a simple impression of a chain of events. In general, however, all 
three movements could be divided into two or three main areas, each based on tempo 
choices, general character, and specific use of the main motives. 
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The first movement, after a section of introductory character, could be divided 
into a fast and virtuoso section, followed by a calm and lyrical one, and then again a fast 
and virtuoso section. A coda-like section in a calm character then follows, ending the 
movement. 
The second movement, written in a more generally lyrical character, has a central 
part in a faster and more virtuoso character. 
The third movement basically consists of a fast section and a slow and lyrical one, 
with which the piece ends. 
Considering Lopes-Graya's mention of this cello concerto as his work of"greatest 
maturity and consequence", it is important to look into this work for evidence of this 
maturity in style just mentioned. At the melodic, harmonic and rhythmic levels, and as 
suggested before, one ofthe most important characteristics ofLopes-Gra9a's music from 
his late period is the use of smaller, more condensed music material, with motives or cells 
showing characteristics of fragments oftonal or modal melodies.2II The cello concerto 
clearly shows this development in Lopes-Gra9a's compositional style. 
Unlike other important pieces from this period, such as Canto de Amore Marte, 
the Requiem and the 14 Anotm;oes and Amor a Paz, Lopes-Gra9a writes a long melody at 
the beginning of the second movement, played in this case by the solo cello, which can be 
thought of as being either a Portuguese popular song or an original melody in the popular 
211 See Third Chapter. 
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style. Despite the fact that most of the concerto uses a typical natural structure and 
development based on small musical motives, one feels a strong organic sense, including, 
in a natural way, the melody of the second movement. 
As mentioned before in chapter 3, according to scholars such as Nancy Harper 
and Mario Vieira de Carvalho, Lopes-Gra<;a' s composition phase from about 1960 until 
his death seems to show closeness to the music of the second Viennese School. Lopes-
Gra<;a, however, clearly states in an interview with Mario Vieira de Carvalho, that he 
considers his compositional style to be the result of a natural development and maturity, 
denying a conscious relationship to the music of the second Viennese School. 212 
In his last compositional period, Lopes-Gra<;a frequently uses small motives 
similar to the music of serial composers, and some of these motives could sound similar 
to, for example, the small motives used by Webem in his serialist composition. Certain 
sets, such as (013), (014), or (0134), which are found in Lopes-Gra<;a, are also typical in 
much of the atonal and serialist music of the early twentieth century. When analyzing his 
music, however, the constant importance of a definite pitch center and not just of pitch 
class becomes clear. This suggests that perhaps the composer' s idea of musical 
organization is still related somehow to a tonal/modal base, still perhaps derived from 
popular music source material, as in most of his music from his previous compositional 
phase. 
The reason for the inclusion of this long melody at the heart of the piece, and why 
it integrates so well into the natural flow of the piece is an aspect worth developing. Not 
212See Third Chapter. 
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being a unique case in Lopes Gra9a's music, it is here in this piece stated in a very clear 
way. In a work based on very small motives, a long and clear melodic line in the main 
solo instrument, is without any doubt an aspect that calls the attention of the listener and 
worth trying to understand. One possibility for the inclusion of this melody, could be that 
simply due to the quality and international recognition of the soloist that Lopes-Gra9a 
was working and a natural feel of the cello as a vocal instrument, a long melodic line 
would be fitting for the circumstances of the project. One could also speculate, however, 
that through this melody Lopes-Gra9a chose this piece as a "message" regarding his 
compositional structural thought and style. Lopes-Gra9a begins the piece with original 
musical material (based on small motives), which then condenses into the melody at the 
beginning of the second movement. From that moment onward (the rest of the second 
movement and third movement) the musical material again seems to disperse into smaller 
motives. In other words, the strong organic nature of the piece at the intervallic, rhythmic 
and harmonic levels, is simply due to the fact that the whole piece is based on the melody 
at the beginning of the second movement. The small motives with which Lopes-Gra9a 
develops the piece musically can be seen as simple fragments of this melody. 
Perhaps the most interesting aspect of the structure of this piece, and which is not 
seen as clearly in Lopes-Gra9a's other main works from his last period, is the way in 
which Lopes-Gra9a gives a clue to the listener as to where the main motives of the piece 
are derived from. 21 3 Considering that the melody just mentioned shows characteristics of 
213It is worth mentioning, however, the example of the work "Em Louvor a Paz " for 
Orchestra, where there is also the inclusion of a melody at the center of the piece played by the 
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being either a Portuguese popular song or an original song in the popular style, one can 
detect through this piece how Lopes-Gra<;:a's compositional mind during this phase is still 
strongly connected to the influence ofPortuguese folklore. 
Main Melody, Motives and Collections 
As just mentioned, the whole concerto can be seen as developed from motives 
derived from the melody at the beginning of the second movement. With this idea in 
mind, it seems natural to organize an understanding of this piece through the 
understanding of the most important motives, both in their melodic/harmonic nature and 
as simple intervallic collections. A deeper development of all the topics mentioned in this 
section, will developed further and with more musical examples, in the section related to 
the analysis of each movement of the concerto. 
:t,; .. J; . 3 3 3 
Figure 5.3. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, melody from the 
beginning of the second Movement, mm 3-19. 
principal cello. This melody, not being stated in such a clear way as in the cello concerto, shows 
similar aspects regarding the compositional organization of the work. 
II 
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This melody (as seen on fig 5.5) can in part be described as typical ofLopes-
Gra<;a's melodic base choices. In its characteristics, it can be seen as having similar 
characteristics to some of the melodies from the Portuguese regions of Beiras, described 
by Lopes-Gra<;a as being based on what he called "exotic modes."214 In fact, this melody 
contains within it a certain harmonic flexibility typical from these melodies as can be 
seen in the sudden alterations of certain notes. It is possible to see on figure 5.5 for 
example, how the notes C natural and C sharp, and G natural and G #, alternate 
constantly. 
The ornamental, rhythmic character of some of the motives within the melody can 
also be seen as typical of the basic Portuguese popular melodic material used by Lopes-
Gra<;a. Examples of these characteristics can be seen in examples from the second chapter 
(figures 2 .3, 2.4 and 2.5) and from the example in figure 5.6 from the song, Senhora de 
Santa Luzia from the Region ofBeira Baixa. This song just mentioned is part ofLopes-
Gra<;a's compilation of songs from his book A Canr;iio Popular Portuguesa. It shows 
very strong similarities with the melody from the concerto, both at the rhythmic and 
melodic levels. The most evident similarities can be seen in the second and third 
measures of the excerpt from figure 5.4. 
2 14See Second Chapter 
3 
, ~If~ oJl:lw ncr 1 .sw. , ~ 11 
Se-nho-ra San-ta Lu - zi- a, Se_3_ nho __ ra San-ta Lu - zi_ a, Vi-zi -
Figure 5.4. Excerpt from the Portuguese folk song Senhora de Santa Luzia from the region of 
Beira Baixa. Weffort, A Cam;!io Popular Portuguesa em Fernando Lopes-Grm;a, p. 328. 
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Despite its natural harmonic flexibility, the melody can be considered as being in 
either the mode D Aeolian or A Phrygian. It can be divided in two different parts, the first 
part from mm 4 to mm 12 and a second one from mm 12 to mm 19. The first part, more 
rhythmic in character, shows a higher harmonic tendency towards D Aeolian, and the 
second part towards A Phrygian. 
When analyzing this melody further, however, one could also speculate that the 
second part of the melody, showing stronger signs of melodic complexity, could be 
already some kind of development of original melodic material seen in the first part of 
the melody. In fact, the closeness of the melodic gestures at the very beginning of the 
second part of the melody to the gestures at the end of the 1st part of the melody might 
indicate just that. They can be seen as a simple, motivic intervallic expansion. Also, 
certain intervallic characteristics of this second part of the melody do not seem to be 
coherent with the simpler ones from the first part of the melody, and are closer in 
character to what could be a Portuguese folk melody from the region of Beiras (see 
figures 2.3, 2.4 and 2.5). Within this melody, the modal ambiguity is also harmonically 
enriched by some tonal directional tendencies seen in some notes, which lead the ear to 
hear the melody as though it were in D Harmonic minor (C# mm) or A Harmonic minor 
(G# mm). From a melody like this one, Lopes-Gra9a finds a rich combination of note 
patterns, based precisely on its modaVtonal ambiguities. One can think for example, in 
collections of notes either, derived from D Aeolian, A Phrygian, and at the same time 
either harmonic or melodic D and A minor scales. 
Figure 5.5. Different scale base patterns that can be perceived in the melody due to its natural 
chromaticism. D Dorian/ A Phrygian; D and A melodic minor; D and A Harmonic minor. Full 
collection of notes resulting from the combination of all the scales. 
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From figure 5.5, it is possible to see how a combination of all of these scale base 
possibilities can give the composer very rich possibilities of note collections which can 
include a natural use of chromaticism. 
All of these aspects regarding the melodic base are, as observed and analyzed in 
other chapters, quite typical ofLopes-Gra<;a's music during his second compositional 
phase. The differences in his third phase are mainly a tendency to work with smaller and 
smaller motives, a wider freedom harmonically and a higher use of chromaticism. Lopes-
Gra<;a, here in this work, bases his melodic, structural and harmonic choices on both the 
melody (directly) and its scale(s) base. 
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The main structural motives of the piece (taken from the melody of the second 
movement), can also be considered as simple collections of notes or sets, since in many 
instances they appear developed simply through intervallic relationships between the 
notes (both at the horizontal and vertical levels). In these instances, the rhythm plays a 
secondary role in structural importance. 
The main motives of the piece are the driving force of the musical development in 
the concerto. In both their original forms and in similar forms, including retrograde or 
inverted versions, these motives constitute the basis for all of the horizontal and vertical 
musical organization of the piece. These motives can also be seen in very small 
fragments or gestures, sometimes of only two notes. 
In order to facilitate the analysis of this piece, the motives and their variations 
shall be named by letters. Any version of the motives based on either retro-gradation or 
inversion, will be mentioned with the inclusion of the initials R or I. 
Four main motives, along with some of their variations, can be detected 
throughout the concerto. They all can be seen as being derived from the melody and its 
base scales. On figure 5.6, the main 4 motives of the work are shown in their most natural 
form and with a melodic direction towards a pitch center in the note A. Facts related to 
this melodic direction will be proven in musical examples from the movement analysis 
subchapter. 
3 
Figure 5.6. Main motives of the piece in their natural form. Motive Z, motive X, motive Y and 
motive K. 
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Motive X 
This small motive, melodically shaped as seen on figure 5.8, can be clearly heard 
as the main motive of the piece. It is the first and the last motive heard in the whole piece, 
being also used as a closing gesture in all the movements. It is also seen as an important 
element of transition between sections. Its chromatic nature helps to shape within the 
piece a general sense of harmonic freedom. 
Based on a simple melodic chromatic gesture of 3 notes, it can be heard as being 
taken from the natural chromaticism within the melody. As show in the figure above, 
motive X has a pitch center towards the upper note of the motive, and not towards the 
center note of the motive, as would be expected in a style of composition based on an 
inverted axis. As a collection, this motive can be perceived as a (012) collection. When 
realizing that this motive can be seen as a cluster, one can be tempted to feel that a 
compositional thought based on an axis of inversion shapes Lopes-Gra<;a's musical 
decisions. Lopes-Gra<;a however, creates this main cell from modal/tonal harmonic 
thinking, in this case derived from folk music. 
An important characteristic to mention in this motive, is how despite its chromatic 
nature, it always seem to give the listener a sensation of harmonic center and direction. A 
simple way to understand this fact is to imagine that the chromaticism within this motive 
is the result of a constant shift between a seventh degree of a modal scale and the seventh 
degree of a tonal scale. From the example in figure 5.7, where the direction ofthe motive 
is heard towards the note A, the G and G# can be heard as a constant shifting of modal 
seventh degree towards tonal seventh degreed. This chromaticism is, as mentioned 
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already naturally present in the melody (see figure 5.6). Motive X appears frequently in 
its inverted form (IX). 
'i#®J3 II 
Figure 5.7. Motive IX. 
Motive X does not show any rhythmical relevance within the development of the 
piece. Despite its clear melodic shape, this motive is developed many times as a simple 
collection or gesture. It can for example, be frequently noticed as a simple chromatic 
gesture. 
Motive Y 
The second motive from figure 5.6, motive Y, is a quite important motive 
particularly within the first movement. This importance can be seen by the fact that it is 
exposed for the first time right at the first intervention of the violoncello obbligato part. 
As a collection, this motive can be seen as based on the set (0134). Motive Y can also be 
heard as being taken from the melody, as seen for example on mm 7 of the melody 
(figure 5.6), seen as derived from the gesture C#-D-E-F. It can also appear in derived and 
expanded melodic gestures, such as in the second part of the melody (A-D-F-Ab, mm 10 
of the melody). The pitch center ofMotive Y can be felt in the second note of the original 
version (as indicated in figure 5.6). Harmonically, this fact can be easily perceived, since 
in the fragment from the melody mentioned above ofC#-D-E-F, a clear tonal center in D 
can be felt. As a collection, this motive can be perceived as (0134). 
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It is Interesting to mention that this motive, in its retrograde version, sounds 
exactly like the main Shostakovich motive, used, for example, in his first cello concerto. 
Lopes-Gra9a uses the inversion of this motive in the first movement of the piece in an 
apparent quote to the Russian composer. 
'g~ll 
Figure 5.8. Motive RY. 
Motive Y does not show as well a rhythmical within the development of the 
ptece. 
Motive Z 
Motive Z, is the motive more obviously and directly related to the melody, 
making it essential in the connections between the movements and the sections. It creates 
in the listener both a conscious and unconscious organic feel of the piece (in its constant 
connection to the main melody). It is more variable than the other motives in the forms 
that it appears, and is more lyrical in character and more variable rhythmically. It also the 
motive that appears in more different versions. The main versions of this motive appear 
below, in order to facilitate this analysis. 
3 
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Figure 5.9. Motive Z and its derived forms. From left to right: Z, Z2, RZ2, IZ2, Zb and Zc. 
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As with the motives earlier mentioned, motive Z and its derived forms, appear as 
well as simple collections and sometimes, musical gestures heard as simple fragments. 
Collection such as (013) or (0137), can be seen as derived from Z, and are detected 
throughout the work. 
Motive Z can be seen as connected to motive Y when simply considering the note 
collections. (013) as a fragment of (0134) 
Motive K 
Motive K (also seen on figure 5.9), refers simply to different kinds of rhythmic 
patterns using repeated notes. This motive shows to be essential in the development of 
the piece both due to its rhythmic importance, and to its use as the base for harmonic 
pedal notes. 
Principal motives as collections 
For a better understanding of the Concerto da Camara col Violoncello Obbligato, 
its relationship to the Lopes-Grac;:a's compositional phase and its importance in the 
definition of his style in his last period, a closer look to its main motives is imperative. 
Typical in Lopes-Grac;:a's late style, are musical developments achieved through 
small, fragment-like motives like the ones mentioned above. As verified on chapter 3, it 
is common to find in Lopes-Grac;:a's late compositional period, typical collections 
("cells", quoting Jorge Peixinho) as building blocks ofhis musical structures. 
Seeing this motives as collections, can give a different look regarding a possible 
organization of the understanding of the work. The motives to be discussed in this 
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subchapter are the ones referred to previously as the sets (012) and (0134). The set 
(0134) can be subdivided into two similar symmetrical subsets, composed of a whole step 
and a half step. This tetra-chord contains two tri-chords with a prime form of (013). 
Motives based on (013) are a constant in Lopes-Gra<;a's work, and, in the case of this 
piece, appear both as a fragment of (0134), and as a three note fragment from the motive 
(motive X) based on the first 4 notes of the piece. 
A possible option in terms of the analysis of this piece would be to base it on 
patterns of the main sets and intervals. Very obvious connections, both at the horizontal 
and vertical levels would appear, giving a strong organic impression within the whole 
piece. Most likely, Lopes-Gra<;a, did not consciously think ofthe music in terms of 
intervallic or even mathematical relationships. Instead, he shows to simply have had his 
intuitive musical ear always connected to the melodic sources. 
The highly fragmented style ofLopes-Gra<;a's late compositional period led 
some to assume proximity between Lopes-Gra<;a's music and the music of the Second 
Viennese School. This analysis suggests however that if this proximity exists, it is either 
coincidental, or just a secondary line of thought for the composer, since a clear feel of 
tonal or pitch centers can be felt throughout the piece. Related to this, another interesting 
aspect to mention is a constant importance of a singing character within the motives, 
where to the listener, it is still possible despite some complexity in the intertwining of 
small motives, to hear the Portuguese character of the piece resulting from the derived 
source of material. 
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It is interesting however, to see how one could analyze the work by simply 
considering intervallic relationships (despite the fact that the main analytical choices for 
this project are different). In the example below, one can see how the main sets of the 
piece intertwine with each other, both vertically and horizontally, in such a way that 
every note seems to belong to a pattern. It is interesting that music resulting from what 
was probably a more intuitive process can be organized in such a mathematical way. 
Both horizontally and vertically, a clear interweaving of (012), (0134) and derived sets 
can be clearly noticed (see figure 5.10). 
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Figure 5.10. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato, excerpt from page 2 
of the original score. Interweaving of (0 12), (0 134) and derived sets. 
X and Y motives as Lopes-Grar;a 's Signature 
For the contextualization of this piece, it seems valuable to mention similar uses 
of these main motives in other pieces ofLopes-Grac;a' s late period, and how these could 
be seen as a "signature" of the composer. 
Motive X can be found in other pieces from the same period, the best example 
being the chamber work Canto de Amore Marte. Here, the motive is heard at the very 
beginning of the piece played by the strings. Later, in a gesture very similar to what takes 
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place several times in the cello concerto, the composer introduces the motive in the piano 
in a clear, transparent way as the principal melodic line. The musical effect seen here 
shows the character of musical reminiscence of an important element, almost as if the 
listener should be aware that something heard before, and typical from the composer's 
music is taking place. 215 A similar example in the cello concerto can be found on mm 
285. In the work 14 Anota~oes for String Quartet, this motive appears in several 
instances, including at the very end of the last movement.216 Due to its natural chromatic 
characteristics, in the cello concerto, this motive is developed many times as a "booster" 
of harmonic developments through the use of chromaticism. 
Motive Y is heard at the beginning of the work, perceived in the melodic gestures 
of the strings and arising as a natural consequence and development of the previously 
exposed motive X. It is also the base motive of the violoncello obbligato part right at the 
begging. Its role in the music development is most essential in the 1st movement of the 
piece. 
It is Interesting to mention that this motive, when melodically inverted, sounds 
exactly like the main Shostakovich motive, used, for example, in his fust cello concerto. 
Lopes-Gra<;a uses the inversion ofthis motive in the first movement of the piece. 
This motive can also be found in several important works ofLopes-Gra<;a's last 
phase, such as the Requiem para as Vitimas do Fascimo em Portugal (at the very 
2150lga Prats and Quarteto Lopes-Graya. Canto de Amore Morte. Comp. Fernando 
Lopes-Graya. Toccata Classics, CD. 2014. 
216"Lopes -Graya 14 Anotayoes (7 selections)- Lyra." YouTube (Quarteto Lyra 
interpreting seven selections of the work 14 Anota9oes by Fernando Lopes-Graya). 
https://www.youtube.com/watch?v=jcsiYGOqHiM (accessed December 31 2012). 
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b . . ) h h l . E l , 211 21s egmmng or t e ore estra piece m ouvor a paz. 
Thinking in terms of collections of notes, one can also speculate that the motive 
(013), very recurrent in this period ofthe composer, is a fragment of(0134). (013) 
appears constantly in Lopes-Gra<;a' s works of this period, many times in connection with 
the other motives mentioned above. 
Due to the strong similarities in the use of the motives described in Lopes-Gra<;a' s 
music, it is possible to speculate that these motives are derived from a similar source. As 
mentioned above, the cello concerto, in its highly structural character (with all motives 
derived from the second movement melody), can be seen as a possible source for all of 
these main motives found in Lopes-Gra<;a's music of the late period. Through the 
concerto, it is possible to speculate then, that the constant use of these collections in the 
structure the works from Lopes-Gra<;a's late period can be heard as a Lopes-Gra<;a's 
musical "signature", always related to his life long esthetic search for the development of 
a Portuguese classical musical style derived from popular music sources. 
Use of motives within a concept of circular form 
The highly organic character of this piece can be seen both in its general structure 
and in the structure of the movements. When examining the concerto as a whole, one can 
see the composer's idea of introducing musical material whose derivation will only be 
21 7Hungarian State Opera Chorus and Budapest Philharmonic Orchestra. Requiem Pelas 
Vftimas do Fascismo em Portugal. Cond. Andras K6rodi. Comp. Fernando Lopes-Gra<;a. 
Portugalsom, CD. 1988. 
218
"Lopes-Gra<;a OSP Casada Musica." YouTube video. (Fernando Lopes-Gra<;a's work 
Em Louvor a Paz interpreted by the Orquestra Sinf6nica do Porto under the dir. ofVasily 
Petrenko ). Posted by "brassgang2," https :/ /www .youtube.com/watch?v=Ls ViKxEioBM (accessed 
May 20, 2013). (Spefic motiv heard by 8:00 ofthe video). 
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perceived later in the piece. The entire first movement of the piece is built upon musical 
fragments presented to the listener as apparently independent musical ideas before 
corning together as a unified statement in the melody at the opening of the second 
movement. 
It is also important to mention the concept of circular form, both in the piece as a 
whole and within the individual movements. 
At the motivic level, this concept can be easily verified in the use of motive X, 
with which the piece starts always, and which is used at the end of all the movements as a 
closing phrase. This concept is even more noticeable in the third movement. At the end of 
a second section motivically characterized by having versions of motive Z as a base, and 
similar in character to the beginning of the second movement, these motives seem to 
slowly "disintegrate" until they are transformed into the chromatic motive X. In a clear 
final statement, the violoncello obbligato plays this motive, giving an impression of the 
closing of a circle. 
Harmonic structure 
Despite the fact that the general harmonic structure and development of the 
concerto cannot be defined in a classical tonal way, clear harmonic pitch centers (which 
can be seen as modal/tonal centers) emerge from the organic nature of the piece. The 
same way it is also possible to detect a melodic organization coming directly from the 
main melodic passage of the piece (melody of the beginning of the second movement), it 
is possible detect a harmonic organization or choice of pitch centers. As mentioned 
before, two main pitch centers can be detected around the main melodic material, D and 
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A. At the end of the melody, (mm 19 of the second movement), however, an important 
cadential motion takes place, where an apparently simple dominant/tonic cadence of E 
major (Dominant) towards A major which seems to be about to take place, ends up 
becoming a polytonal cadence in a polytonal motion ofE major towards A major/C-sharp 
major chord? 19 This cadence gives the listener, from the beginning of the movement to 
this moment on, the idea of three importantly related pitch centers: D, A and C#. 
With this relationship in mind, one can then design a possible chain of pitch 
centered harmonies, related to each other by Perfect fifths, major thirds and, consequently, 
minor seconds. Possible key areas would then be G-D-A-E and derived B-F#-C#-G#. 
This related pitch based harmonic centricity can already be seen at the beginning of the 
concerto, which starts out with a center on C#, developing into a center on A. Throughout 
the piece, the main pitch centers chosen by Lopes-Gra9a are related to this organic 
relationship, also derived from the musical material exposed at the beginning of the 
second movement. 
The chord structures used by Lopes-Gra9a throughout the piece are mainly based 
around tonal/modal centers, felt through chords made out of stacks of fourths or fifths, 
and in polytonal chords such as simultaneous major/minor chords. Lopes-Gra9a also 
introduces in the chords (frequently), chromatic dissonances to the "pure" intervallic 
structures, creating "exotic" effects, or even ambiguous feelings of pitch center to the 
listener. Also important to mention are the pedal notes that are often present, either as 
long notes, or as a repeated rhythm. These notes reinforce where a center pitch in the 
219 A musical example of this cadence is shown later, in the analysis sections of this 
chapter. 
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chord can be, either by containing the note of the pitch, or by creating a dissonance, 
usually of minor second, with what can then easily be detected as the center pitch of the 
chord. In some instances, however, the harmonic choices are simply based on these pedal 
notes, which can appear together with chromatic dissonant notes, creating a strong feeling 
of ambiguity regarding a pitch center. Due to the pieces chromatic harmonic nature, it is 
many times difficult to fmd a specific harmonic center. Grac;a, however, often uses these 
pedal notes, which create a clear feeling of a harmonic pitch center. 
As previously said, all of the characteristics mentioned are strong characteristics of 
Lopes-Grac;a's music, and can already be seen in his second compositional phase.220 
Certain aspects of the musical and harmonic developments within this piece, are 
seen in greater detail in the musical analysis section of this chapter. 
Analysis Introduction 
For a better understanding of this work' s organic nature as well as its cellistic 
instrumental importance, it is important to discuss specific musical examples from 
detailed analysis of each movement. This analysis is based mainly on the use and 
development of the motives described above, in a close relationship with the harmonic 
characteristics of each section. Each section of each movement shows specific 
characteristics in the motivic use, as well as in the harmonic or pitch centered harmonic 
characteristics .. 
This analysis, gives a specific importance to the role of the violoncello obbligato 
part, essential within the motivic development of the work. This violoncello obbligato 
220 See Third Chapter. 
part also shows interesting signs of virtuosic exploration, clearly derived from Lopes-
Gra<;a's joint work with M. Rostropovich. 
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A last important element in the organization of this analysis, are typical climatic 
and anti-climatic moments in the separation between sections or subsections.221 These 
can be noticed either through harmonic/melodic developments, changes in tempo and 
character, and also through moments of virtuosic exploration. 
First Movement 
Introduction: mm 0-28; Section A: mm 29-104; Section B: mm 105-162; Section 
C: mm 163- 232; Coda; 233-243 
The form of this movement can be considered as being consisting of a section 
with an introductory character, followed by three other sections. Each section is particular 
in its harmonic choices, and mostly in the composer' s choices regarding motivic 
development. Even though the different motives and collection interact, there is always a 
main motive as a source of development. 
Introduction 
Perhaps the most essential section for the understanding of this work, here Lopes-
Gra<;a introduces some of the most important motives of the piece, as well as the main 
harmonic and instrumental colors (like soloist interventions) that will be used throughout 
the piece. Special emphasis on this section will therefore be given. 
The musical direction of the introduction is mostly given through a development 
of theY motive, which at some point will naturally blend with the Motive X, showing us 
22 1 See Third Chapter. 
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its strong connection to its origin. Motive Y will also be developed through in its 
retrograde version (RY) in melodic gestures showing a "blending" of this motive with X 
motive. The section starts with an introduction of the Motive X in the harp and the strings 
in tremolo, in a simple and mysterious character, followed immediately by the 
introduction of theY motive also in the orchestra and in the first intervention of the cello 
solo. 
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Figure 5.11. Lopes-Gra<;a: excerpt from page 1 of the original score, mm 1-5. Motive X in harp 
and piano, Motive Y in the violoncello obbligato. 
The cello solo then gives the listener most of the signs of harmonic development, 
seen, for example, in the repetition of the motive in a sequence of intervals of a third and 
then a fourth, and in the blend of motive Y with motive X. 
Motive K also appears, and becomes quite important by the end of the 
introduction. The next example in figure 5.12 shows the first intervention of the 
Violoncello Obbligato part, where theY motive gradually transforms into what can be 
heard as a fragment of motive X (mm 9 of the excerpt) and then into a version of motive 
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K (mm13 of the excerpt). The three motives continue to interact until the end of the 
introduction, this interaction being the main source of musical development in the 
section. 
Figure 5.12. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, first intervention of 
the violoncello Obbligato part, exposing motives Y, X and K. 
The introduction ends in a climactic gesture, which will develop into a new 
section, based on the motive z (mostly Z2 and RZ2). This transfer in the use of motives 
suggests to the listener the organic nature of the piece and the connection between the 
different motives. The transformation starts gradually from the introduction section, but 
shows a clear rupture at the beginning of the A section. 
5 Allegro (.1 = 116) ~ 4t ~~&!f@li lJJ) 11gecgl#,pJ r~.~~a;rrll 
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Figure 5.13. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato. Transition in the 
violoncello obbligato part from introduction section into the A section. Motive X is 
"transformed" and replaced with versions of motive Z2 in the Allegro. 
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Harmonically, one can consider from the first notes, that a base pitch centricity on 
C# can be felt. Right at the beginning of the piece, both the Motive X and theY motive 
can be felt as pointing towards that note (see figure 5.13). This feeling of centricity on 
that note is reinforced by pedal notes on C# (or Db) in the timpani and harp in mm 4 and 
5 ofFigure 5.14. 
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Figure 5.14. Lopes-Gra~a: Concerto da Camera col Violoncello Obbligato, excerpt from page 6 
of the original score. mm 33-35. Typical pedal note indicating harmonic pitch centricity. C# or 
Db in timpani and harp respectively. 
Another aspect important to mention about this introductory section, is the highly 
contrapuntal character, particularly in the exchange of motives or fragments of motives 
between several soloist instruments. 
Harmonically, this introductory section can be felt as starting in a harmonic area 
ofC #(felt in the musical direction of the motives) changing in mm 14 into a Harmonic 
Area of D. This is heard in this area through typical D major/minor Chords as the basic 
Harmony. 
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Figure 5.15. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt of mm 14 
showing a harmony based on aD major/minor, here seen through the strings and the Violoncello 
Obbligato part. 
Section A 
This new section will be mostly based on both motive Z (Z2 and RZ2) and motive 
X. Developments of these will be done mostly through inversion and rhythmic alteration. 
(Example) 
The motives Z2 and RZ2, with which this section starts, appear in a fast rhythm, 
in accordance with the fast and lively character of this section (see figure 5.11). Other 
forms of the Z motives, such as IZ2, also appear in this section. 
All of the motives Z just mentioned, will at some instances earlier in this section 
interact with motive X, being at some point replaced (or transformed) by motive X as 
central motive. This can be seen in the violoncello obbligato part, as shown in figure 
5.16. 
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Figure 5.16. Lopes-Gra<;a: Concerto da Camera col Violoncello Obbligato, violoncello obbligato 
part, rnrn 42-44. Version ofiZ2 transformed into Version of IX. 
Harmonically, this section has a modal area of A as its base, as visible already in 
the first chord of A major/minor right at the beginning of section A. The section will, 
however, be very free in its harmonically development. This freedom can already be seen 
in mm 32 for example, where a clear harmonic change is visible through typical chords of 
stacks of fourths. In this case, the modaVtonal center changes to C#, which is reinforced 
by a pedal note C # in the timpani in mm 33. On figure 5.17 it is possible to see the 
change in the harmonic structure through a cadential movement where the chord A 
major/minor resolves into a chord of stacks of fourths having C# as base. 
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Figure 5.17. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, string section on mm 
31-32. Harmony changing from A major/minor to chord based of Stacks of fourths with C# as 
base. Pedal note in the timpani, mm 33. 
Instrumentally, it is interesting to notice already in the beginning of this section, a 
search for virtuosity in the violoncello obbligato part. This can be seen, for example in 
mm 34 and 35, where a correction of this part in the original score indicates that it was 
decided that some motives would be played an octave higher than what had originally 
been written. Rostropovich might have been the one giving these suggestions. This 
possibility is reinforced by clear cellistic fingerings written in the score (such as, for 
example, the symbol cb for thumb position). These fingering suggestions appear 
throughout the entire piece (see figure 5 .18). 
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Figure 5.18. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato, excerpt from page 6 
of the original score mm 32-35. Lopes-Grac;:a's handwritten correction, along with typical cello 
fingerings. 
Another example of this close relationship between motivic development and 
virtuosic search can be found in rnrn 38 to 46, where the three first notes of Motive Z2 
(which form a 013 set) are developed both chromatically and rhythmically. In rnrn 38, the 
four-note motive can be considered as a mix ofK motive with IZ2 motive. It is also 
interesting to note here the connection between a musical discourse whose tension is 
enhanced with constant octave transpositions and search for instrumental virtuosity. 
These are both typical characteristics in Lopes-Grar;a music (see figure 5.19). 
Figure 5.19. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato, violoncello obbligato 
part on mm 38-39, showing motivic development and constant octave transpositions within the 
melodic sequence of notes. 
Interestingly, at the end of this passage this version of motive Z appears in the 
violoncello obbligato part, developed in a way where it "dissolves" into the motive X. 
This effect creates in the listener the feeling of a strong organic character, as well the 
feeling of a common relation in the sources ofboth motives (as suggested above). 
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A proof of the harmonic origins in the melodic direction of motive X suggested 
earlier in this chapter can be found on mm 58. Here, an interesting interaction between 
the solo flute and the violoncello obbligato, where both play motive X (Flute the original, 
and violoncello obbligato the inverted version), shows both solo voices with a melodic 
direction towards C#. At the same time, a pedal note in the viola reinforces this idea of 
C# here, as the main center. 
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Figure 5.20. Lopes-Grac;a: Concerto da Camera col Violoncello Obbligato. Excerpt from mm 
56-60, Motive X in flute and motive IX in the violoncello obbligato part. Pedal note C# in the 
viola part. 
Section B 
Section B is based mostly on versions of Motive IZ2. This motive, however 
appears here in a totally different character than earlier in the A section. The tempo of the 
beginning of this section is Tranquil/a, and the motive will appear in longer rhythmical 
figures. 
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Figure 5.21. Lopes-Gra<ya: Concerto da Camera col Violoncello Obbligato, violoncello obbligato 
part, mm 105 of 1 ' ' movement, playing a version of IZ2 in longer rhythmic values. 
This section is, in general, based on an increase of musical tension, culminating in 
section C. This increase in tension is achieved mostly through developments of Motives 
Z2 and IZ2, which many times appear as fragments or with slightly altered intervals, 
moving freely in complex counterpoint between the solo instruments. Octave 
transpositions in the melodic are also common. From mm 109, an interesting cannon 
between several solo instruments and the violoncello obbligato clearly shows this aspect 
ofLopes-Gra<;a's "web-like" motivic development (see figure 5.22). 
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Figure 5.22. Page 17 of the original score. From mm 109, canon between solo instruments using 
motives Z2 an IZ2. 
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From mm 148 until the end of this section, the composer continues to base the 
musical development in elements of strong counterpoint. He further develops this section 
with a constant counterpoint between Z2 motive and the motive X. The musical effect 
here is of a main voice using the Z2 motive and derived (either inversions or fragments) 
gestures, (Hauptstimme) and a secondary voice using the motive X (Nebenstimme). It is 
also interesting to see in this subsection, musical gestures related to motive Z2, can very 
easily be transformed into more chromatic gestures derived from the Motive X (see 
figure 5.23). 
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Figure 5.23. Lopes-Grac;a: Concerto da Camera col Violoncello Obbligato, excerpt from page 21 
ofthe original score. From mm 148, Z2 in the violoncello obbligato part, interacting with and X 
in the strings. 
In this constant increase of musical tension towards section C, it is important to 
refer to the final measures in the cello obbligato part, that once again create a strong 
virtuosic effect through the use of double stops, in this case with a passage of octave runs. 
Passages of octave runs in the cello are a very effective element of virtuosic impact, and 
can be encountered in several of the most important pieces of the solo cello repertoire 
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(such as the Dvorak Cello Concerto in B minor). In the original score, one can see 
through the corrections that Lopes-Gra9a had originally intended this passage to be 
played in single notes, rather than in octaves. One can speculate that the influence of 
Rostropovich in this decision was very likely (see figure 5.24). 
Figure 5.24. Lopes-Gras;a: Concerto da Camera col Violoncello Obbligato, excerpt from page 23 
of the original score. Correction in the score showing octave runs in the violoncello obbligato part 
before Con Fuoco section). 
The harmony of this section is difficult to defme due to the very high level of 
counterpoint. It also cannot be defined in terms of a chord base. One can, however, notice 
clear pitch centers, which can be perceived both in voice leading and in the ostinato, 
pedal bass (which can be considered as written within a version of motive K). The 
importance of these ostinato bass lines for Lopes-Gra9a, is also clear in a note that he left 
in the original score, probably after listening to the piece in rehearsal. In this note, he 
writes in Portuguese the words "nao se ouve" [one cannot hear]. It was most likely a note 
taken for possible corrections of the orchestra's balance (see figure 5.25). 
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Figure 5.25. Lopes-Grac;a: Concerto da Camera col Violoncello Obbligato, excerpts from rnm 
134-13 6 in the original score. 222 
Section C 
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The musical development in Section C differs from the previous section, mostly 
in its texture. Unlike the highly contrapuntal texture from the previous section, the cello 
Obbligato part here has a clearer character of an accompanied soloist voice. Some 
elements of counterpoint however can still be seen. 
This section uses of the main motives of the piece. As clearly seen in the cello 
obbligato part, however, it is mostly based on different versions and derivations of 
Motives Z2, IZ2, and X (see figure 5.26) 
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Penciled, a note by the composer in Portuguese regarding the bass line. niio se ouve 
[one can not hear). 
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Figure 5.26. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato, excerpts from pages 
24 and 25 of the original score. Violoncello obbligato part developing through melodic gestures 
derived from Z2, IZ2 and X. 
At the beginning of this section however, motive Y is the main motive, and it will 
appear only in the orchestra (Violoncello Obbligato is tacet). An important detail to 
notice in this motivic use is that it appears at some point in its retrograde version (RY). 
This motive is precisely the main motive in important pieces of the composer Dimitri 
Shostakovich, such as the String Quartet no. 8 and his Cello Concerto no. 1 (dedicated to 
Rostropovich as well). Here, in the first measures ofthis section (and in confooco written 
character), Lopes-Gra9a is most likely quoting Shostakovich (see figures 5.27 and 5.28). 
Figure 5.27. Motives Y and RY respectively, with the pitches used in the section. Pitch centricity 
on E. 
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Figure 5.28. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 23 
of the original score. Motive RY on mm 162 played by harp piano and strings in tremolo. 
Harmonically, this section can be felt as based on groupings of notes around a 
pitch center and not on conventional chord structures. Sporadically however, major/minor 
chords can be heard. As in the previous section, pedal notes (this time in long notes), 
indicate the pitch center of the section. This section begins with a center on E and 
develops into a center on C#, with which it ends. 
This section ends in an anti-climatic way, where, after a very climatic, virtuosic 
section in double stops, a very quick decrease in tension (also helped by a written 
diminuendo) naturally leads to another calmer section, this one in a coda-like character. 
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Coda Section 
This short section can be seen as a motivic summarizing of the previous section. 
Based on motive IZ2 and X and their development and organic relationship, this motivic 
development can be heard mostly in the cello Obbligato part. The section begins with a 
version of motive IZ2, which is then developed in the cello obbligato part, mostly 
through repetition of fragments and through rhythmic variation. 
Allegro Agitato 
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Figure 5.29. Lopes-Grac;a: Concerto da Camera col Violoncello Obbligato, violoncello obbligato 
part on mm 221 , showing rhythmic variation and fragmentation of motive IZ2. 
The movement ends with a natural transition of the motive Z2 into motive X. A 
sense of circle can then be felt at the end, due to the fact that the movement ends with the 
same material as it started. The harmony here is also based on pitch centers reinforced by 
long pedal notes. Some simple chords can, however, be detected, based on simple 
intervals of fifth and on minor second dissonances. "False" bass pedal notes create some 
of these dissonances. The last chord of the movement is an example of that. As seen in 
figures 5.30 and 5.31, the last chord is based on a perfect fifth relationship between the 
notes D# in the violoncello obbligato and A# (enharmonically) in the hom. The long 
notes D and E can be considered as "false" bass notes, creating a chromatic tension with 
the central pitch ofD#. 
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Figure 5.30. Reduction of the last chord of the movement. 
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Figure 5.31. Lopes-Gra<ya: Concerto da Camera col Violoncello Obbligato, excerpt from page 30 
of the original score, showing ending with motive X in the violoncello obbligato, and "false bass 
lines in timpani, trombone and flute. 
The relationship of the last chord ofthis movement to the melodic line is an 
example of the general organic nature of the piece. 
As seen in the last six measures of this movement (figure 5.31), motive X appears 
in its inverted form (IX), which explains the melodic direction towards the note D#. This 
long D# in the violoncello obbligato, fits very naturally the last chord of the movement. 
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Second Movement 
The second movement of this piece can be considered the core of the whole piece, 
as it contains in its main melody the source of the musical material for the entire 
concerto. 
Probably due to the long opening melody, the second movement is much more 
melodic in character than the other movements and harmonically falls more traditionally 
within Lopes-Grac;a's chord-based harmonic language. 
As in the other movements, there is not a clear classical formal structure to the 
movement. The different sections are delineated mainly by differences in tempo, 
harmony and the use of the main motives. 
This movement can be considered as having three main sections: section A from 
mm 1 to mm 29, section B from mm 30 to mm 73 and section C from mm 74 to the end. 
The main motives used in this movement are motives Y and Z, with motive Z 
being used in several of its different forms. The use ofthese motives as simple collections 
of notes or intervals is a constant, both at the melodic and harmonic level. 
At one point (by the end of section B), the Zc motive is introduced, which 
becomes an important motive in the musical development of this movement. The Zc 
motive can be considered a derivation of the inversion of Z (IZ). This can be heard 
through similar gestures of ascending intervals. 
Section A 
An essential section to understand the whole structure of this work, Section A 
represents the introduction of the main music material of the piece, both at the melodic 
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and harmonic level. Section A contains, however, important elements of musical 
development, more specifically of the melodic material exposed (the melody mentioned 
earlier in the chapter). We can subdivide this section into two main sub-sections. The first 
of them (from mm 1 to mm 19) is basically equivalent to the exposition of the melody 
mentioned above. The second sub-section (from mm 20 to mm 30) presents a natural 
development of the melodic material, as though it were a natural singing continuation of 
the previous material. 
In the frrst subsection, the composer exposes the melodic material just mentioned 
with a basic, constant harmony of polytonal chords. From the beginning until measure 17, 
the basic harmony is based on a D minor/ A major/minor chord. 
Figure 5.32. Reduction of initial chord. A major/minor with D minor and "false" pedals of G# 
and Bb. 
The character of the beginning is of a slow (tempo is a largo), introspective 
nature. The environment created at this beginning of the movement can be seen as 
"exotic", with a "mystical" effect created by polytonal chords serving as a base for the 
melody in the violoncello obbligato. The chords at the beginning are played by wind 
instruments in mostly long, sustained notes (see figure 5.33). 
179 
.. . 
I t 
- - I ' 
I 
' 
/ 
-
r-l"':' II. -
4-L 
J. {rr / 
- '"'::::=: _, .-.J.,. - - - :::: 
-: 
~.-L~ ~ I 
-
~ .-..... . - ~ 
-
~~ - r-.J~ -
- -~ 
) ~ - - - -
-'"""c ..., 
.,.. 
..... 
... 
~ 
.-
.....-
--
- - - -
"Pn 
.. =] ._ io7- =1._H! ....__.. .. 'f . '!"..__b~ ..._ 1>1 7=-... 
.. o-.,.....1;:;."'~ """'~ --r.- ~ J 
: -;;.,.~ ...._,. ~~ 
-
: ~ ]' 
: J>o'al.. : 
Figure 5.33. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 31 
of the original score. First seven measures of the movement. 
It is very important to notice that the harmonic choices for this beginning are 
strongly related to the harmonic nature ofthe melodic material. As happens very typically 
in Lopes-Grac;a's music, he uses modal ambiguity within the basic melodies to shape his 
harmonic choices. As stated earlier in the chapter, this melody is most likely derived from 
a melody based on what Lopes-Grac;a calls "exotic" modes, where there is a tendency for 
modulation within the melody itself. Even so, one could fmd a similarity to what would 
be either D Aeolian Mode or A Phrygian Mode in the harmonic base of the melody. The 
note C in the melody, switching from natural to sharp, would simply reinforce the 
possibility of Phrygian mode in A, assuming a role of dominant of D. These harmonic 
characteristics of the melody are the base for the polytonal harmony just described. 
Another interesting and characteristic harmonic device to point out at the 
beginning ofthis movement is the use ofthe false pedal notes ofBb and G#, creating 
tension with the real chord bass of A (see figure 5.32 and 5.33). 
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By mm 13, the melodic line starts to expand melodically (with wider intervals) 
and harmonically, increasing the musical tension. This musical tension will be reinforced 
by the marking aggitando un poco and by changes in the harmony, more specifically B-
flat major in mm 16 and F major minor with A minor in mm 17. From mm 17 until mm 
20 where the melody seems to end, this chord remains (along with a repeated alternation 
of the notes A and G# in the cello part), as iflaunching the cadence that takes place right 
between mm 19 and 20. Here, while the harp and wind instruments create a cadence 
towards A (E major to A major), the strings and winds create a cadence towards a 
polytonal C-sharp major/F minor chord (chord based on stacks offifths from the noteD 
to C-sharp major/F minor). The violoncello obbligato shows a melodic motion towards F 
natural. The strong feeling of polytonality can here be perceived in the note F in the 
violoncello obbligato, which is heard simultaneously as the base ofF minor, the third of 
C-sharp major, and as a simple chromatic dissonance with the fifth of A major (typical in 
Lopes-Graya' s chord writing). 
It is also interesting that the "false" pedal of Bb is still constantly present in this 
section (see figure 5.34). 
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Figure 5.34. Reduction ofpolytonal cadence in rom 19-20. First chord, E major to A major in the 
Harp; second chord, based on stacks of fifths with D as base into enharmonic C-sharp major/F 
minor in strings and winds; third chord, collection of notes resulting from the two simultaneous 
cadences. 
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Figure 5.35. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 32 
of original score, rom 14-20, showing modulations from rom 17 and polytonal cadence between 
mm 19 and rom 20. 
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As mentioned, through this cadence one can see an expansion in the harmonic 
center possibilities, with a clear major third (or minor sixth) relationship between two 
possible tonal (or pitch) centers. 
From mm 20 until the end of section A, the composer basically develops the main 
melodic line in the violoncello obbligato. He accomplishes this especially through 
chromaticism, and through gestures based on motive IZ. It is interesting, however, to see 
in the cello obbligato part how this motive naturally dissolves into a purely chromatic 
motive, similar, therefore, to motive X (see figure 5.36). 
Figure 5.36. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato, mm 20-24, 
violoncello obbligato part showing motive IZ, becoming a version of motive X seen in chromatic 
melodic gestures. 
In the rest of this section, one can also see development through the use of 
counterpoint between the different solo instruments, and through the use of the same 
motive just described. As can be clearly seen in the violoncello tutti, the harmony, despite 
the chromaticism noticed in the main melodic part (in the violoncello obbligato), is 
developed around a pitch center area of A. The same «false" pedal B flat remains active 
until the end of the section. 
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Section B 
Thematically, this section is based mainly on an alternation between motives Z 
and Z2, its inversions, and related melodic gestures. It begins, however, with motive Zb 
(equivalent to the second part of the main melody). The other main characteristic of this 
section is the use of chords based on stacks of fifths, therefore contrasting with the 
previous section, which had a harmonic emphasis based in polytonal chords. 
This section, which starts after a cadential movement towards mm 30 (written 
tranquilo ), will resolve on a chord based on a pure fifth of C G. The melodic line in the 
violoncello obbligato, using Motive Zb (equivalent to the second part of melody, write), 
can be heard as being based on a modal center ofC Mixolydian. 
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Figure 5.37. Lopes-Gra<;:a: Concerto da Camera col Violoncello Obbligato, excerpt from page 34 
of original score. Violoncello tutti on mm 27 suggesting a harmonic center based on A. Zb motive 
in C Phrygian in violoncello obbligato on mm 30. mm 29-mm 30, change of chord structures 
based on thirds into chord structures based on fifths. 
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From mm 51 to mm 54, there is a musical gesture typical ofthis piece and of 
Lopes-Grava's music in general, where, before a new section or subsection, he creates a 
climactic moment, followed immediately by an anticlimactic one. In this case, the gesture 
is visible in the poco stringendo (mm 51) accompanied by a natural stringendo in the 
rhythm of the violoncello obbligato part, followed by a calando on mm 53, and then a 
coma (breath) before mm 54, meaning probably a general pause. This coma clearly 
serves to reinforce in the listener the feeling of a new subsection. 
Harmonically, one can deduce at this point a center on G, felt from the melodic 
lines of both the violoncello obbligato and the clarinet. By analyzing the chords in the 
strings, one can deduce that the harmony at this point is based on stacks of fifths (both 
perfect and diminished), having G as a bass. 
This new subsection B starting in mm 54 is based on the motive Zc. This motive 
is derived from Z2, and is only similar to it in terms of its melodic gestures. It is the most 
original of all the motives used in this piece, and it is based on intervals ofboth perfect 
and diminished fifths. This joint use of perfect and diminished fifths, both at the melodic 
and harmonic level, can be felt as having its base in the alternation between C natural C # 
and its relationship to the note G, in the main melody of the piece (see figure 5.38). 
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Figure 5.38. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 36 
ofthe original score, mm 50-56. Beginning of new subsection, Tranquilo. Chords based on stacks 
of perfect and diminished fifths in the strings. Motive Zc in the violoncello obbligato on mm 54. 
Section C 
Section C shows a return to a calm character, and the main motive used here is 
Z2. Harmonically, section C is again based on polytonal chords. 
This section can be divided into 2 main subsections: from mm 85 until mm 107 
(Lento), and from 108 until the end of the movement. The main difference between these 
two subsections is at the motivic level. Whereas in the first subsection motive Z2 is the 
main melodic element, in the second subsection there is a return of motive X, and both 
motives are used. 
In mm 74, as in the beginning of the movement, chords serving as harmonic base 
for melodic elements are written in a slow sustained character. The harmony here is 
based on a polytonal C major/minor/E-flat major chord. The basic character of this 
section is similar to the beginning of the movement, where very sustained chords serve as 
base for melodic interventions. In this case, however, the melodic interventions occur in 
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different solo instruments and not just in the violoncello Obbligato. These melodic 
interventions are small fragments of the original melody, more specifically, the Z2 
motive. It is important to note that the violoncello obbligato has here both a soloistic and 
accompanimental role. This accompaniment appears as a collegno percussive effect, 
with the cello playing simple chords. 
f'l I I 
Figure 5.39. Polytonal C major/minor/E-flat major chord. Base for the initial harmony of section 
c. 
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Figure 5.40. Lopes-Gra~a: Concerto da Camera col Violoncello Obbligato, page 40 of original 
score, mm 85-91. Long sustained polytonal chords, with soloist interventions playing motive Z2. 
Horn in mm 88, cello tutti in mm 89, violoncello obbligato in mm 91 in artificial harmonics. 
Percussive accompanimental effect in violoncello obbligato part in Collegno, mm85-89. 
Also interesting to verifY in this section, is the first melodic intervention that takes 
place right before mm 88. Here, the harmony changes slightly into a harmony reflecting a 
verticalization of motive Z. Thinking in terms of sets, motive Z represents the set (0 13 7), 
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composed by (013) + (026) (See figures 5.40 and 5.41). This chord can also be analyzed 
as an E-flat minor chord with a "false" pedal E natural and a chromatic dissonant B 
natural (to the fifth of the main chord). 
Figure 5.41. Chord as harmonic base for the section. Verticalization of(0137) with extra 
dissonant Bb. 
It is also interesting to see how Lopes-Grac;:a uses artificial harmonics in some 
instances in the melodic line of the violoncello obbligato part. As with the percussive, col 
legno element just mentioned, it is possible that the composer is trying to recreate in the 
cello some instrumental sounds that might suggest the listener a connection to typical 
sounds from popular instrumental music (See figure 5.40, mm 1 in violoncello 
obbligato). 
A development in a contrapuntal style leads to the second subsection of C in mm 
108 where motive X returns, as if naturally derived from the motivic development from 
before. Here the violoncello obbligato, the piano and the bassoon play motive X. The 
piano and cello interact in a canon-like style, and the bassoon plays IX. Worth 
mentioning is the fact that between the bassoon and the piano gestures, Lopes-Grac;:a 
choses to create an effect of axis of inversion around the note Bb. In this particular case, 
and in a choice of harmonic structure not common throughout the piece, Lopes-Grac;:a 
does not defme the center pitch of these particular gestures a tonaVmodal harmonic 
thought. 
Bassoon 
Violoncello 
Obbligato 
cantabile 
p dolce 
189 
Figure 5.42. Lopes-Gra<ya: Concerto da Camera col Violoncello Obbligato, excerpt ofmml08-
110. Bassoon and violoncello obbligato in the upper line, piano in the lower line. Bassoon in the 
upper voice playing motive X, violoncello obbligato playing motive IX. Counterpoint with the 
piano, playing IX. 
Several times throughout the concerto, the piano is used to play motive X, 
creating an effect of reminiscence to the listener. In the beginning of this subsection the 
other instruments play sustained polytonal chords. These chords reflect a harmony based 
on polytonal D major/minor/F major/minor. 
From this point until the end of the movement, polytonal chords in a sustained 
character continue to serve as a base for contrapuntal solo interventions, where both 
motive X and motive Z (or related motives or gestures, such as inversions) alternate. At 
this moment, the harmonies again become based on stacks of fifths. At the end of this 
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movement, it is interesting to note the use of motive IZ2 dissolving into motive X in the 
cello obbligato part. 
Figure 5.43. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato. Violoncello 
obbligato part with gestures from both motives X and IZ2, resolving into motive IX in the last 
two measures of the movement. 
The last chords of the movement reflect again a polytonal sense of harmony. 
Being that the last note in the violoncello obbligato in this movement is an Ab, one can 
deduce that the central importance of this note suggests that one of the tri-chords from the 
polytonal harmonies is based on Ab. An E pizzicato in mm 128 (second to last measure 
of the movement), can be considered as a "false" pedal. This chord can be considered a 
mix ofD-flat major (enharmonic) with F major/minor and A-flat major. All of these tonal 
centers reflect the harmonic relationships mentioned earlier in the chapter. 
Figure 5.44. Last chord of second movement, D-flat major/F major/minor/A-flat major. 
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Third Movement 
The third movement can be divided into three sections. Section A from mm 1 to 
250, section B from mm 251 to 309 and a Coda section from mm 310 until the end ofthe 
piece. This movement can be seen as the completion of a circular form within the whole 
p1ece. 
Section A shows musical and virtuosic developments having mainly motive X as 
its base, with motives based on Z also used quite consistently. Motives Y and K also 
appear at some specific instances. This first section can also be considered as having the 
character of a set of variations, with each variation possessing specific characteristics in 
terms of specific motivic use within each instrument, and specificities in the way the 
instruments interact with each other. The concept of Concerto Grosso becomes more 
evident here, since constant solo interventions of motivic importance take place, along 
with a constant search for color through exploration of possibilities in the orchestration. 
Strong elements of counterpoint between the different instruments are always present 
within the musical development. The general character of this section is fast (tempo 
Justo) , virtuosistic, and marcatto (as deduced from the many articulation indications in 
musical score and from the short and fast motives used). 
Despite the motivic interventions through broad use of instrument coloring, the 
virtuosic character of this section is mainly projected through the violoncello obbligato 
part. Here the cello obbligato is the main force in terms of melodic musical direction. The 
other voices, or instrumental interventions, mainly possess the character of a secondary 
voice (Nebenstime). 
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The second section (B) constitutes a return to the music from previous 
movements, in a directly inversional way. At the beginning of this section, the music 
basically consists of a return to the main motives and harmonies used in the second 
movement, and at the end, the composer chooses to conclude the piece with exactly the 
same melodic motive as began the piece. Here the melodic motive played by the 
violoncello obbligato. This section is of a calmer more introspective character. 
Section A 
As mentioned before, this section can be seen as a set of variations, using mainly motive 
X as a base. 
The movement starts with the orchestra playing motive X in unison, with the 
violoncello obbligato starting a few measures afterward in a faster tempo. The 
violoncello obbligato here shows developmental characteristics, which can be found 
throughout the movement. Based on motive X, this part shows quite a lot of rhythmic 
variation, with different subdivisions and a mix of groups of fast notes with rests. The 
violoncello obbligato part is here virtuosic in character, clearly connecting contrapuntally 
with the other voices also developed through the use of motive X. The other voices 
develop motive X in longer rhythmic figures with the use of octave transpositions typical 
of the composer in the harp part (see figure 5.45). 
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Figure 5.45. Lopes-Gra<ya: Concerto da Camera col Violoncello Obbligato, excerpt from page 46 
of the original score, mm 6-12 of third movement. Violoncello Obbligato part developing 
rhythmically motive X, connecting in counterpoint with other voices in developing motive X in 
longer rhythmic figures and with octave transpositions. 
With all the instruments developing this motive or simple fragments of it, it is 
impossible to defme any kind of harmonic base. One can detect, however, a pitch center, 
which could be considered as Db. Base notes ofDb appear, along with "false" pedal ofC 
natural. (See figure 5.45). 
In mm 20, begins what could be considered as a second variation. Here, the main 
melodic line (played by the cello obbligato), develops by alternating between motive X 
and versions of motive Z2. It develops mainly in a chromatic way, and also using 
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elements of motivic repetition, creating musical tension before further motivic 
expansions (seen in the violoncello obbligato part). 
The accompanimental voices, however, are developed in a way that they interact 
contrapuntally with the main voice through the use of the same motive, but in slower 
rhythmic figures (see figure 5.46). 
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Figure 5.46. Lopes-Grac;a: Concerto da Camera col Violoncello Obbligato, excerpt from page 46 
ofthe original score. Highly contrapuntal use of Motives Z2, IZ2 and X. Motivic repetition in the 
violoncello obbligato as motivic "engine". 
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In mm 40, another variation begins. Here, the violoncello obbligato part develops 
in what appear to be simple scales, but which in fact include motive Y as well. The 
accompaniment parts develop through the use of motive X (or simple chromatic 
fragments) and motive K (as seen in what are apparently simple note repetitions in some 
voices). 
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Figure 5.47. Lopes-Gra<;a: Concerto da Camera col Violoncello Obbligato, mm 39-42. Motive Y 
in the violoncello obbligato part on second beat of mm 40, second beat of mm 41 and second beat 
ofmm 42. 
The next variation begins in mm 53. This time, different voices develop 
contrapuntally through constant exchanges of motives X and K. A key center on Eb is 
noticeable (see figure 5.48). 
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Figure 5.48. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 52 
of original score, mm 53-56. Exchanges of motives X and K between the solo instruments and 
string sections. 
In these ftrst variations just described, one can already see the main musical 
characteristics and developmental techniques used by Lopes-Grac;:a in this section. 
Until the beginning of section B in mm 250, the following four passages are the 
most relevant to describe in section A. 
In mm 80 (for about 4 measures), the violoncello obbligato develops motive K 
thorough octave transpositions. Directly following in the next measures, this motive 
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blends with a version of X. During the development ofKjust mentioned, other voices 
will be heard as a secondary motive with motive X as base. This motive appears both in a 
horizontal and vertical form (see figure 5.49). 
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Figure 5.49. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato, excerpt from page 55 
of the original score, mm 81-86. In the violoncello obbligato, K motive developed in octave 
transpositions becoming with X motive on mm 84 also developed through octave transpositions. 
X and IX motives in the other voices sounding like secondary voices. 
In mm 115, the violoncello obbligato plays a version ofMotive X and IX, where 
its variation is based both on rhythmic expansion and variety in typical octave note 
transpositions. This variety in rhythm can also be seen in the accompanimental parts. 
Motivically, these are based in this instance on Motive K. Here one can also detect a 
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most probable pitch center on Eb, seen in the long notes of the contrabassoon and bass 
trombone. A false pedal ofE can be heard, both in the horns and the violins. 
Harmonically, Eb can be clearly connected to the harmonic direction of motive X, which 
moves towards Ab (Dominant relationship). 
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Figure 5.50. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato, excerpt from page 59 
of original score, mm 115-120. X and IX motive expanded rhythmically and through octave 
transpositions in the violoncello obbligato. Motive Kin the secondary voices. Harmonic center in 
Eb. 
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From mm 155, Lopes-Grac;a starts a variation using a version ofthe RZ2 Motive. 
Not exactly the same as the original in its intervallic structure, it contains a diminished 
5th, replacing a major 4th of the original motive. This diminished 5th is, as stated before, 
always of relevance in the organicity of the piece. This motive only appears in the 
violoncello obbligato after being introduced and developed contrapuntally in other 
instruments. When it first appears in the violoncello obbligato in mm 164, it right away 
assumes a crucial developmental importance, seen in rhythmic variety, repetition and 
then virtuosistic development. In fact, one of the most technically challenging passages 
for the violoncello obbligato takes place here. As in other passages, it can be seen here in 
the original score that Lopes-Grac;a initially intended to have this passage played an 
octave lower. This passage is virtuosically also marked by a rich use of double stops with 
a mix ofvertical6ths, 3rds, tritones and octaves (see figure 5.51). 
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Figure 5.51. Lopes-Grava: Concerto da Camera col Violoncello Obbligato, page 66 of original 
score, mm 164-17 5. Violoncello obbligato developing RZ2 motivic gestures into highly virtuosic 
passage. Hand written corrections by the composer increasing the technical complexity of the 
passage into complex double stops. 
It is also interesting to examine, in the variation starting in mm 214, the 
accompanimental character that the violoncello obbligato part assumes, at frrst using the 
K motive, and afterwards using a different version ofRZ2 motive (mm 220). Different 
solo interventions take place, with the corresponding instruments assuming a role as a 
main motivic line. Examples: Clarinets and Bassoons in mm 214 (Motive IX) and 
trumpet and violin solo in mm 218 (Motive Z2) 
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Figure 5.52. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 70 
of the original score, mm 213-219. Violoncello obbligato in accompanimental role and several 
solo interventions. 
Section B starts after a transition section of release of musical tension, in an 
anticlimactic style. Sharp rhythmic figures and motives are gradually replaced by longer 
and longer motivic elements. This process can be seen clearly in the violoncello obbligato 
part. In the original score, Lopes-Grava writes a suspension in pencil, as if suggesting the 
importance of clearly separating the sections. This is the only moment in the whole piece 
where Lopes-Grava writes a suspension as a separation between sections. This fact can be 
explained by the importance in enhancing in the listener the feeling of this new section, a 
feeling essential in the understanding of the mentioned circular form within the 
movement and the whole piece (see figure 5.53). 
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Figure 5.53. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 72 
of the original score. Ending of section A with hand-written suspension. 
Section B 
Written Lento, and mainly in soft dynamics, the general character of this section 
is clearly connected to the second movement of the piece. A structural musical return 
therefore takes place. 
The musical development of this section consists of both reminiscences of motive 
Z2 and developments of it (either through other forms of this motive or simple fragments 
of it), and from developments of motive X. In general, Motive X is used here more in an 
accompanimental character and motive Z has the main melodic motive. Both are used, 
however, for the different roles just described. 
Despite the fact that the violoncello obbligato part is the most prominent and 
noticeable in terms of melodic development, the whole melodic structure of this section is 
quite contrapuntal in character. Right at the beginning of this section, motive X is played 
by the cellos and double basses in pizzicato, followed by a very pure version of motive 
Z2 played by the horn in a character that gives the listener a reminiscent feeling of that 
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motive. This reminiscent character is enhanced by the dynamic markings cantabile and 
dolce (see figure 5.54). 
Figure 5.54. Lopes-Grac;a: Concerto da Camera col Violoncello Obbligato, page 73 of original 
score, mm 249-240. Beginning ofB section. X motive in cellos and double basses, motive Z2 in 
horn and violoncello obbligato. 
This simple formula is then repeated several times and developed contrapuntally, 
as in the canon seen in mm 258 between the trumpets, the violoncello obbligato and the 
horns. 
From mm 258, clear harmonies start to be noticeable, in this case aD major chord 
with a C# (creating harmonic tension). 
It is interesting that the musical direction of motive X from the beginning of this 
section of the piece goes precisely towards C#. This motive is repeated constantly with 
204 
the same notes for a while, creating, therefore, harmonic tension with the simultaneous D 
major just mentioned. 
From mm 264, the main melodic material switches from the Z2 motive to IZ2. 
An interesting moment in this section is the one that takes place from mm 267 
until275. Here the violoncello obbligato plays the IZ2 motive, which mixes and 
dissolves into fragments of motive X (simple chromatics), and is accompanied 
motivically by a second voice in the harp playing a version of motive X. As happens 
commonly in Lopes-Gra<;a's music, an instrument like the piano or the harp (in this case) 
is used as a strongly contrasting color device. This effect reinforces to the listener an idea 
of reminiscence of a musical idea. It is also interesting that this version of the X motive is 
of great similarity to the one heard at the very beginning of his piece from the same 
period, Canto de Amore Marte (Song of Love and Death). 
-
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Figure 5.55. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 75 
of the original score, mm 267-275 . Motive IZ2 becoming fragment of Motive X in the violoncello 
obbligato. Developments of motive X in the harp. 
Other voices, such as the trumpet and the viola are also playing versions of Z 
motive, enhancing the contrapuntal character of this precise point of the piece. 
From this point until the end of the piece, the tendency is for the two main 
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motives of this section to be used constantly in alternation, and in an increasingly 
fragmented way. Considering that these motives are already small, these fragments may 
be heard simply as intervallic gestures. Also, due to an increase in the level of 
chromaticism, the motives create a higher and higher sensation of motivic blend, 
especially through the audible feeling of Motive Z "melting" into Motive X (as seen 
previously in the violoncello obbligato part). 
In mm 285, another colored reminiscence of X motive appears (in a pure version), 
this time in the piano. This occurs just before a passage in mm 289, where the cello plays 
IZ2 motive in double stops of diminished 5ths. This interval, quite common in the 
structure of the piece, can always be heard as having originated from the interval C# Gin 
the original melody (see figure 5.56) . 
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Figure 5.56. Lopes-Grac;:a: Concerto da Camera col Violoncello Obbligato, excerpt from page 77 
of the original score, mm 284-292. Motive X in the piano and double stops of diminished fifths in 
the violoncello obbligato. 
In terms of harmonic or pitch centers, some clues are given throughout this 
section, through the use oflong sustained notes, such as theE in the piano in mm 295. 
An interesting musical gesture and sound effect used by Lopes-Grar;a several times from 
mm 298 until close to end of the piece, is the use of downward glissandos. This gesture 
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can be heard as coming motivically from the descending intervals of motive Z, and 
indicates a clear idea in the composer of a character of musical "disintegration" of the 
motives used. 
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Figure 5.57. Lopes-Gra<;:a: Concerto da Camera col Violoncello Obbligato, excerpt from page 78 
of the original score, mm 293-300. Downward glissandos in the violoncello obbligato and violins 
from mm298) 
Another example of this musical "disintegration" is seen in the motives and 
gestures played simultaneously by the strings, flute, clarinet and harp, in mm 294 in 
contrary motion. This contrapuntal passage, can, through the musical gestures, be 
intuitively heard as a sequence of notes where both X and RZ2 are present both 
horizontally and vertically and blend with each other. 
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Figure 5.58. Lopes-Gra<;:a: Concerto da Camera col Violoncello Obbligato, excerpt from page 79 
of the original score mm 302-308 . Mix of X and RZ2 motives in flute , clarinet and harp. 
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From mm 310 until the end of the piece, a small subsection (tranquilo) can be 
heard. With a coda-like character, this section presents the violoncello obbligato in very 
clear prominent thematic role. The section starts with clearer thematic ideas, with the 
cello playing a version of Z2 motive, accompanied by X motive gestures in the horns and 
sporadic glissando gestures like the ones just mentioned. 
It is interesting to verify pencil note markings by Lopes-Gra9a right at the 
beginning of this Coda like section, where he suggests playing the violoncello obbligato 
part an octave higher than was originally written. This fact suggests the motivic 
importance of this part in the section and the importance in being clearly heard. 
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Figure 5.59. Lopes-Gra9a: Concerto da Camera col Violoncello Obbligato, excerpt from page 80 
of the original score, mm 310-311 . Composer's correction in the violoncello obbligato part. 
From mm 319, the violoncello obbligato part becomes repetitive within a small 
fragment of two notes (from motive Z2), varying rhythmically in a style very common in 
Lopes-Gra9a's music of this period. A clear harmony can now be deduced, which is of 
polyphonic C major/minor. 
Very important to mention, is the fact that Lopes-Gra9a creates another change in 
tempo at the very end of the piece, with a breath right before. Marked as Muito Lento 
208 
(very slow), there is the clear attempt to separate these three last measures of the piece 
from the part before. 
In very end, the violoncello obbligato assumes total melodic prominence, and 
plays the X motive accompanied by long notes. The structural and expressive importance 
of this last intervention of the main solo part, can also be seen through the alteration by 
the composer of the original octave of the notes played to an octave higher, as seen in the 
original score. This was most likely in order to increase the audibility and expressiveness 
of the solo intervention (see figure 5.60). 
Figure 5.60. Lopes-Gra<ya: Concerto da Camera col Violoncello Obbligato, excerpt from page 82 
of the original score, mm 324 to 328. Corrections by the composer in the violoncello obbligato 
part suggesting the last intervention with X motive to be played in the extreme high register. 
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The harmony by the end switches from a C major/minor chord to a more complex 
D-flat major/minor/A-flat major chord. Having in count the musical direction within 
motive X, one can see how the last note of the piece, an Ab, can blend with the harmony 
of the last chord. 
It is interesting to see in this last chord, the polytonal similarities with the chords 
at the beginning of the second movement, D minor with A major/minor chord (see 
figures 5.60 and 5.61). 
Figure 5.61. Lopes-Gras;a: Concerto da Camera col Violoncello Obbligato, note collection of the 
last chord of the work. Enharmonically considered as D-flat major/minor/A-flat major chord 
The ending of the piece with the X motive shows itself to be crucial to the circular 
idea of the piece (it starts precisely with the X motive), and it continues the tendency of 
the last section of the piece of the disintegration of motivic groupings of notes into the 
most elemental gestures. Despite the fact that Motive X is the most prominent motive 
throughout the piece, the listener can deduce that it is also the most elemental in its 
characteristics, and that its creation could arise from the idea of the deconstruction of 
simple note collections resulting from natural melodic chromaticism. 
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DISCUSSIONS AND CONCLUSION 
A deep understanding ofLopes-Gra<;:a's works for cello and their reflection of 
Lopes-Gra<;:a's musical style requires a full understanding of the composer, at both the 
musicological and compositional/analytical levels. The amount of information available 
about the composer at the compositional/analytical level, however, is not clear or easy to 
obtain, and clear ideas regarding his musical style and philosophy not always are 
concordant. 
Lopes-Gra<;:a' s development both as a musician and as an intellectual shows 
Lopes-Gra<;:a as a man of deep values, and unafraid of confronting what would be easily 
most accepted by society, both at the musical and political levels. Growing up during the 
times of a nationalistic dictatorship, Lopes-Gra<;:a felt from the beginning how 
conventional and politicized ways of producing art can affect both the honesty and the 
progress in the artistic world. 
From the beginning of his musical and artistic career, Lopes-Gra<;:a shows 
closeness to left-wing intellectual views, particularly to certain literary movements, such 
as Nee-Realistic currents from the University ofCoimbra, and he allows these views to 
shape his perspective on the world and on his musical production. From early on, Lopes-
Gra<;a developed a deep respect for the "local" and the "regional", with their traditions 
and artistic manifestations, and showed a deep concern over the attempts by the 
dictatorship to create simplified and artificial nationalized views on the Portuguese 
regional culture. At the musical level, these points of view by the composer led him to, 
from an earlier stage, criticize certain nationalistic manifestations such as the Ranchos 
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Folcl6ricos, and even Fado. This was the kind of nationalism, which he would 
sarcastically refer to as "folklore of castanets".223 
Seeing himself artistically as a "deracine" [ displacedf24 (something which 
interestingly truly took place due to some political arrests), Lopes Gra9a felt how the 
pressures of the "dictatorial nationalism" were influencing and shaping the Portuguese 
erudite music, and had the courage to confront certain musical esthetics which, according 
to him, would not lead Portuguese music to develop into the levels seen in the main 
musical cultural centers of Europe such as Germany, France or Hungary .Z25 According to 
him, what made these musical cultures become universally appreciated and even 
understood was the fact that they had a clear and specific language, whose roots came 
from what was specific, or regional in their countries. Lopes-Gra9a then, develops one of 
his most important esthetic ideas, which he kept throughout his life. According to him, a 
real Portuguese national music should be inspired from what is unique to a country, in 
particular its regional music. 
An admirer of the new musical esthetics that were developing during the early 
20th century, Lopes-Gra9a defended a compatibility between a folkloric/regional 
inspiration and these new musical languages, which had been an important part of his 
musical education. This compatibility would create according to him, a specific style of 
"Portuguese Music", which would then be the result of a mix of Modernist esthetics with 
regional artistic manifestations. 
223 Carvalho, "Politics ofldentity and Counter Hegemony," 3. 
224 Ibid., 4. 
225 Being the clearest example his open verbal criticism towards the composer Ruy 
Coelho. 
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Lopes-Graya's views on the musical currents developing throughout the 20th 
century, were sometimes, however, beyond what he considered to be musically honest. 
While accepting these currents in some ways, Lopes-Gra9a always showed a clear 
criticism towards some of these currents such as those, which evolved out of the Second 
Viennese School. 
Following earlier examples from composers such as Bartok and Kodaly, this 
musical and esthetic philosophy of the composer lead Lopes-Gra9a to produce one of the 
most important ethno-musicological works ever created in Portugal. First on his own, and 
later together with the French ethnomusicologist Michel Giacometti, Lopes-Gra9a 
traveled throughout deeply rural areas of Portugal, collecting evidence of their musical 
culture and heritage. This musical culture had been mostly unknown within the urban 
areas of the country. Thanks to this work by Lopes-Graya and Giacometti, much of the 
musicaVcultural heritage of Portugal was recorded, where it otherwise might have been 
lost. It is also important to mention, that Lopes-Graya had at some point the idea of using 
this musical material as a means of musical education. Shortly after the "Carnation 
Revolution" of 1974, Lopes-Graya proposed an educational system where children from 
elementary schools would learn music through singing songs from their specific 
Portuguese regions (singing being for him essential in music education).226 
From within the late 1930s, Lopes-Gra9a's music starts to become clearly 
associated to these esthetic views, being that most of the repertoire from that period 
onward related either directly or indirectly to folkloric/regional influences. 
226Maria Macedo, interview, 2013. 
213 
Related to Lopes-Gra<;a's compositional characteristics and phases, opinions can 
seem sometimes, not in complete agreement. While some defend that in a later period, 
Lopes-Gra<;a develops a musical style more closely related to the Second Viennese 
school, others refer to his late style as a simple consequence and development of earlier 
periods. 
Several sources including writings from Lopes-Gra<;a himself discuss, however, 
similar characteristics in his compositional style. The use of dissonances "adorning" pure 
harmonies, the use of harmonies based on intervals of 4ths and 5ths, the use of 
polytonality, and an obvious use of a folkloric base within the organic nature of a piece, 
are clear examples of this consensus. 
Regarding this last subject, three crucial ideas became of greatest importance in 
the development of this dissertation. Two of these came from the composer Jorge 
Peixinho, who called Lopes Gra<;a' s music a "final dialectic between diatonic ism and 
chromaticism", emphasizing as well an organization ofLopes-Gra<;a' s mature musical 
style in terms of an organic blend of horizontal and vertical elements.227 The third crucial 
point comes from Lopes-Gra<;a himself. When describing how the regional songs could 
be used as a base for his "Portuguese erudite music", Lopes-Gra<;a clearly mentioned a 
special care for the songs of the regions of Befras (in particular Beira Alta and Beira 
Baixa), which show very clear signs of having developed independently from external 
influences. This resulted in many songs, based on modes that cannot be put into the 
category of the traditional Gregorian modes. Lopes-Gra<;a catalogued these modes under 
227Peixinho, "Uma nova Luz", 13 . 
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the term "exotic modes", due to their innate chromatic characteristics. Some of the 
clearest chromatic characteristics seen in these songs is a flexibility in shifting from what 
would be a major key to a minor key, or from what would be a base modal feeling to a 
tonal one (borrowing notes from close tonal keys). This is seen for example in the songs 
A Vindima (from Beira Baixa), and Niio Choro Por Me Deixares (Beiras), both 
harmonized by Lopes-Gra9a. 228 
Composed between 1953 and 1973, the works for cello and piano and the works 
for cello solo by the Lopes-Gra9a constitute an important part ofLopes-Gra9a' s 
instrumental music, and an essential part of the Portuguese repertoire for cello. These 
works were in general the result of joint work of some of the most important Portuguese 
cellists living during this period. All of them being quite idiomatic for the instrument, 
they reflect interesting attempts of instrumental exploration by the composer both at the 
virtuosistic level and at a level of sound effect. Lopes-Gra9a' s esthetics can be clearly 
seen in these works, creating in them certain characteristics, which are quite unique in the 
whole cello repertoire. The work Tres Can9oe Populares Portuguesas (from 1953) for 
example, creates in a cellist the opportunity to "sing" Portuguese folk melodies, while 
experiencing the composer' s unique musical style, and exploring creative sound effects in 
the instrument. The work Tres Inflorescencias (1973), from a latter period of the 
composer, can be seen as a unique example of an incomplete Suite for Solo Cello based, 
both at the melodic and rhythmic levels, on musical elements from the Portuguese 
folklore. Cellists can have in this music the opportunity to experience a "Portuguese Suite 
228 As seen in Second Chapter. 
for Solo Cello", within Lopes-Gra<;a's mature style in composition and instrumental 
knowledge. 
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When analyzing the works just mentioned, it is possible to see how Lopes-
Gra<;a's style developed throughout this twenty-year period, and all of the esthetics and 
compositional characteristics ofthe composer. In Tres Cam;oes Populares Portuguesas 
for cello and piano (based on harmonizations of Portuguese regional songs), Lopes-Gra<;a 
uses certain techniques at the harmonic level, such as the use of chords based on fourths 
and fifths, and also of traditional chords (based on thirds) developing in parallel motions. 
A very important element in Lopes-Gra<;a' s music visible in these songs, (concluded 
from the musical analysis sections of this project), is how Lopes-Gra<;a uses a natural 
ambiguity in the base modes of the songs in order to develop the harmonic structures of 
the pieces. This ambiguity can be seen for example in a song in Aeolian mode, which can 
be considered at the same time to be in the Phrygian mode. This modal ambiguity 
becomes even clearer when Lopes-Gra<;a uses the so-called "exotic" modes. The third 
song from the Can9oes Populares Portuguesas (Senhora do Almortiio, most likely based 
on a song from Beira Baixa) for example, is based in what can be considered the mode of 
C Phrygian. Within the melody however, there is a constant shift between the notes Eb 
and E natural, causing a natural modal/tonal ambiguity between C Phrygian and F 
harmonic minor. Lopes-Gra<;a organizes then this piece in sections of modal areas 
centered on C and on F, suggesting what would be a tonic-subdominant relationship. A 
strong and organic derivation of the music material from a main melodic source can be 
seen as well at other levels, such as in the first piece from Tres Can9iJes Populares 
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Portuguesas (Senhora da Encarnac;iio ), where a chromatic accompanimental motive 
appearing at some point in the cello part, is clearly derived from the first four notes of the 
melody. 
One can speculate that one of the main characteristics of the "exotic modes" is a 
natural chromaticism, (switching a melody from "major" to "minor" for example), and 
that this characteristic influenced Lopes Gra<;a' s harmonic choices and that this natural 
chromaticism can be felt as the organic origin for certain harmonic choices, as well as his 
typical musical developments through the use of chromaticism.229 In his piece, Pagina 
Esquecida for cello and piano, based on a mix of C Phrygian with F Aeolian, Lopes-
Gra<;a bases his main choices of chords on polytonal chords based on simultaneous major 
and minor triads. In this case, the beginning for example is based on an F major/minor 
chord. It is also interesting to see in this piece from 1955 (not based on specific folkloric 
material), how the language of the composer, seems to show a tendency to be quite 
"fragmented" in the character of its main melodic motives. The melodic line, even though 
based on a clear modal center, seems to show chromatic characteristics that make the 
listener hear at instances in a more tonal harmonic way (such as in the exotic modes). The 
clearest example is in the chromatic first melodic motive of the piece, consisting of three 
notes centered on C (B natural, C Db). Despite a clear tendency to hear the music in C 
Phrygian, the Bb in the melodic line indicates the possibility of hearing a flavor of C 
harmonic minor. This fact might explain the major/minor chord choices, with both an Ab 
(part of C Phrygian) and A natural (part of C harmonic minor). 
229See Third, Fourth and Fifth Chapters. 
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A tendency for the fragmented motivic writing just mentioned, becomes more and 
more an essential characteristic ofLopes-Gra9a's compositional style in his later period. 
In his work for cello, Tres injlurescencias, for example, this fact can clearly be detected. 
Written as mentioned in a form, which can be seen as a fragment of a cello suite based on 
Portuguese folkloric motives, it is completely based on very small motives. These 
nevertheless, have a clear feeling of being derived from folk material, both at the melodic 
and rhythmic levels. One of the most interesting things to verify in this work, still based 
on a modal harmonic structure, is how the small motives become "cells", from which the 
music development in all the movements is built. With these cells, many times containing 
chromatic characteristics (despite a melodic modal base), Lopes-Gra9a develops the 
music into certain levels of chromatic freedom that are not seen in previous periods of the 
composer. It is also interesting to verify in this work, how these "cells" are also used for 
instrumental exploration in virtuosity and color. 
The Concerto da Camara Col Violoncello Obbligato is clearly one ofLopes-
Gra9a's most important works, and one of the better examples ofhis later style in 
composition. Written during 1966 and 1967, this work was considered by himself in 1969 
as his work "biggest maturity and consequence" up to that point.230 One of the most 
obvious characteristics of this piece, is how in typical style from his later compositional 
phase, Lopes-Gra9a builds a piece from very small motives or even just simple intervals. 
When familiar with Lopes-Gra9a's music, it is also possible to realize right away, how 
some of these motives are very common throughout Lopes-Gra9a's music of his later 
230Lopes-Grac;:a, letter to Jose Joao Cochofel, July 19, 1969. Letter belonging to the 
Archive of Contemporary Portuguese Culture at the Biblioteca Nacional de Portugal. 
period. The clearest example of the use of these motives appears in the work for piano 
and string quartet, Canto de Amor e Marte. Considering the highly organic nature of 
these pieces (with vertical and horizontal components blending), one can see these 
motives as also collections. Both pieces mentioned have as their base for example, a 
chromatic motive of three notes, which if seen as a collection could be called (0 12). 
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Due to their "cell" based "construction, both of these pieces can then be analyzed 
in a style based on intervallic relationships and sets. Peixinho's analysis of Canto de 
Amore Marte in 1966 for example, follows this tendency of organizing Lopes-Graya' s 
music in terms of small cells and intervallic relationships. This way of examining the 
music from Lopes-Gra9a's later period, lead some to naturally assume a closeness of 
Lopes-Gra9a's music of this period to the music ofthe Second Viennese School. In fact, 
some of the "cells", motives or collections seen in late Lopes-Gra9a are very similar to 
what can be observed in Webern's music for example. Certain collections such as (012), 
(013) or (0134), are typical in the music of both composers. This project's analysis of the 
Concerto da Camera however, follows a different approach. Despite the fact that main 
motives and collections form the base of the analysis, there is an attempt to understand 
the origins of these motives and to connect them to a thought of a natural development in 
Lopes-Gra9a's style, showing therefore a stronger connection to his works from earlier 
periods. 
This natural development in Lopes-Gra9a's style (suggested by some such as 
Peixinho himself) can be proven through an analysis of this work, by connecting the long 
melody at the beginning of the second movement to the general structure of the piece and 
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its mains constituent motives. Probably original, this melody contains, however, very 
similar characteristics to songs from the regions of Beiras such as the major/minor 
ambiguity mentioned above, and modal/tonal ambiguity. All of the main motives of the 
work, and well as some of the main harmonic choices of the composer can be shown to 
be derived from it. In a rare choice within the music of his later period, Lopes-Grac;a 
dedicates an important section of the concerto to a very clear exposition of a long 
melody, here played by the main solo instrument (violoncello obbligato part). Not being a 
unique situation in Lopes-Grac;a' s compositional technique, it is in this piece unusually 
clear due to the importance and size given to the melody within the structure of the piece. 
The basic harmony of this melody can be seen as simultaneously based on D 
Aeolian, A Phrygian, and D harmonic minor or A harmonic minor (due to its chromatic 
nature). In the analysis ofthe piece, it was possible to see how this natural chromaticism 
within the melody served as the base for some of the motives, particularly the motive 
equivalent to the collection (012). Other motives where taken more directly from the 
melody. One of the examples of this derivation can be seen in the way the violoncello 
obbligato part develops it into chromatic motives at the very end ofthe melody. The 
entire piece is then built upon small motives, which can be seen as either direct fragments 
of the melody of fragments of the natural chromaticism present in the melody. 
The harmonies present in this cello concerto, although freer than in works of 
Lopes-Grac;a's earlier periods, can still be seen to possess similar characteristics to earlier 
works. Polytonal chords such as the ones at the beginning of the 2nd movement (D minor 
with A major/minor) can be found, as well as chords based on intervals of 4ths and 5ths. 
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Due to the chromatic freedom of the piece, the listener will have a tendency to hear pitch 
centers rather than tonal or modal centers. 
These conclusions mentioned, can lead to an even wider conclusion regarding the 
understanding of Lopes Gras;a's musical style of his late period. Considering that major 
works from this period, such as the Requiem as Vitimas do Fascismo em Portugal, Canto 
de Amor e Marte, Catorze Anotar;oes and Em louvor a paz, as well as works mentioned in 
this dissertation such as the Tres Injlorescencias , all use or are "built" from some of the 
same motives and collections as in the Concerto da Camara, one can defend the 
possibility that these motives might have similar origins. Also having in count that some 
of these motives and collections are already common in earlier periods of the composer 
(as seen in the work Pagina Esquecida), a possibility then, is that the general building 
blocks of Lopes-Gras;a' s works from his later period, are still originated from musical 
material either collected, or derived from his research work on the deep roots of the 
Portuguese folklore. Works from his later phase can then be understood as a natural 
development of his nationalistic esthetics, still within the belief of creating a "Portuguese 
style" of classical music based on the deep roots of the Portuguese culture. Through this 
cello concerto, it is possible to see in a uniquely clear way, how these esthetical views 
still "fed" the base of his later style of composition. Also from this work, it is possible to 
conclude that his later style of composition simply became increasingly based on 
"musical fragments" serving as base ("cells") for higher levels of chromaticism, 
harmonic freedom, counterpoint and rhythmic complexity. 
The harmonic freedom mention, enhanced many times by the higher levels of 
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chromaticism, lead to an expansion in the choices of main harmonic centers of a specific 
piece, and how they develop into one another. While in works from earlier periods, 
Lopes-Gra<;a shows a tendency to harmonically structure a piece from harmonic 
relationships of fourths or fifths between the main keys (similar to Tonic/Dominant or 
Subdominant relationships), in his later period a clear development in the harmonic base 
possibilities in seen, with harmonic relationships expanding into relationships of thirds 
mixed with relationships of fourths and fifths. This fact leads to harmonic possibilities 
where key areas, modal areas; and pitch centers, separated by a minor second, can appear 
as closely related. Chordal structures in Lopes-Gra<;a's later period, seem however to be 
quite similar to the ones used in earlier periods, the main difference being a higher level 
of "economy of means" and a more frequent use of "false" bass notes (chromatic or 
simply dissonant). 
All ofLopes-Gra<;a's works for cello (which served as base for this project) are 
quite original in their instrumental exploration both at the levels of virtuosity, sound 
effect exploration, and originality in the form. The Concerto da Camera, having been 
composed and dedicated to the great cellist Mstislav Rostropovich, with the latter having 
given his contribution in terms of musical and instrumental ideas, is a great example of a 
work of great quality and beauty, truly unique in its structure and esthetical background, 
and at the same time very challenging at the technical and musical levels. It is 
nevertheless, very idiomatic in its writing. The fact that the orchestra part of this piece 
was proposed with the format of a chamber orchestra should facilitate the possibilities of 
it being performed. 
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Since all of these works are not being performed regularly outside of the country 
of Portugal, this project hopes to open the curiosity of cellists and musicians in general, 
to some of the most important works of the Portuguese instrumental repertoire of the 20th 
Century, with a unique place within the general cello repertoire. 
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Cascais and the Museu da Mitsica Portuguesa, owners ofthe rights of their use and 
publication. 
The photocopying and/or performance of this material is strictly prohibited 
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